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Abstract 
 
This thesis examines ethical questions in four plays written by Hélène Cixous for the Théâtre 
du Soleil; /¶+LVWRLUHWHUULEOHPDLVLQDFKHYpHGH1RURGRP6LKDQRXNURLGX&DPERGJH 
(1985), /¶,QGLDGHRX/¶,QGHGHOHXUVUrYHV (1987), La Ville parjure ou le Réveil des Erinyes 
(1994), and Tambours sur la digue (1999).  It begins by establishing a working definition of 
the remit of ethics and GLVFXVVLQJVRPHRI&L[RXV¶VDFFRunts of writing for the theatre. It 
goes on to compare the use of power by three different groups in Norodom, suggesting how 
power may be used ethically. There is an examination of how identity is created in Indiade, 
which leads to analyses of the ethical value of love and of innocence. Three conflicting 
models of justice are identified in Ville parjure, and there is an exploration of the question of 
what the basis of justice should be. The ethical implications of the manipulation of the 
dramatic form of tragedy in Tambours are then discussed. In the final chapter of the thesis, 
the responses to these apparently disparate questions are brought together. Drawing on the 
conclusions of the previous chapters, the final chapter suggests answers to the questions of 
µZKHUHFDQHWKLFDOTXHVWLRQVEHDVNHG"¶µZKDWVKRXOGWKHEDVLVRIHWKLFVEH"¶DQGµZKRP
VKRXOG,FDUHDERXW"¶   
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Chapter One: Introduction to Cixous, Ethics, and Writing for the Theatre 
 
-¶DLEHVRLQGXFLHOSRXUTXHOHWKpkWUHVRLW(WTXHODVFqQHWHUUHVWUH
se mire dans la scène céleste. 1XDJHVFLHOVROHLOGXF°XUKXPDLQ1 
 
7KLV HSLJUDSK VKRXOG LQGLFDWHZK\ HWKLFV DUHRISDUWLFXODU LQWHUHVW LQ&L[RXV¶V WKHDWUH7KH
quotation is the openLQJOLQHRIµ/¶2XUVHOD7RPEHOHVeWRLOHV¶WKHILUVWRIIRXUHVVD\VWKDW
ZHUH LQFOXGHG LQ WKHSXEOLVKHGHGLWLRQRI&L[RXV¶VSOD\ /¶,QGLDGHRX O¶,QGHGH OHXUV
rêves7KHVH IRXU HVVD\V LQ VRPHZD\V IRUPDQDSRORJLDRUPDQLIHVWR IRU&L[RXV¶VGUDPD
they express her vision of the theatre that she would wish to write and hint at its potential and 
at the ways in which a writer may begin to approach the form. Cixous begins this apologia 
therefore with an affirmation that she may begin to write theatre only through (the) heaven(s). 
Whilst heaven may be an ideal of pleasure and beauty, it is also inevitably tied up with ideas 
of morality, ethics and reward. A need for heaven like a need for sky indicates the wish that 
theatre will represent something absolutely beyond everyday experience, a place where the 
everyday meets its limit. The natural world is not absent from the celestial scene of theatre, 
but is present in a bare form: as sun and cloud, clichéd symbols of good and bad, power and 
trouble. The quotation also reveals something interesting about the relationship between the 
PDWHULDO VFHQH DQG WKH KHDYHQO\ VFHQH ZLWKLQ &L[RXV¶V WKHDWUH $OWKRXJK WKH KHDYHQO\ LV
necessary for writing it is also the self-reflection of the earthly. Heaven is not the constant 
that forms us nor is it an image that we have formed; it is a reflection and not a painting, 
somehow beyond conscious control and revelatory. Morality and materiality are intertwined. 
Theatre, the third sentence of the epigraph tells us, is sometimes dark, sometimes heavenly, 
VRPHWLPHVEULJKWDQGDOZD\VUHODWHGWRWKHKXPDQKHDUWRXUHPRWLRQDOFRUH&L[RXV¶VWKHDWUH
                                                 
1
 +pOqQH&L[RXVµ/¶2XUVHOD7RPEHOHV(WRLOHV¶LQ/¶,QGLDGHRXO¶,QGHGHOHXUVUrYHV(Paris: Théâtre du Soleil, 
1987) (henceforth Indiade). 
2 
 
is a place where emotion, morality and materiality may interact and so is an ideal place to 
explore ethics. 
 
My thesis examines ethical questions in four plays written by Hélène Cixous for the Théâtre 
du Soleil; /¶+LVWRLUH WHUULEOH PDLV LQDFKHYpH GH 1RURGRP 6LKDQRXN URL GX &DPERGJH 
(1985),2 /¶,QGLDGHRX/¶,QGHGHOHXUVUrYHV (1987), La Ville parjure ou le Réveil des Erinyes 
(1994),3 and Tambours sur la digue (1999).4 This chapter provides the context and 
framework for the discussion of specific ethical questions in Chapters Two to Five. It begins 
with an attempt to define or clarify the term ethics, and to suggest what the purpose, remit, 
and VFRSHRIHWKLFVPLJKWEH,WWKHQEHJLQVWRWDONDERXW&L[RXV¶VZRUNIRUWKHWKHDWUH7KHUH
is an overview of the existing critical material RQ &L[RXV¶V WKHDWUH DQG WKHQ D YHU\ TXLFN
LQWURGXFWLRQ WR &L[RXV¶V ZRUN DQG WKRXJKW RXWVLGH RI KHU ZRUN IRU WKH WKHatre. This is a 
QHFHVVDU\ SUHFXUVRU WR WKH FRQVLGHUDWLRQ RI ZKDW LV VSHFLILF DERXW &L[RXV¶V ZULWLQJ IRU WKH
WKHDWUH 7KH FKDSWHU ZLOO FRQWUDVW &L[RXV¶V DFFRXQWV RI ZULWLQJ IRU WKH WKHDWUH DQG ZULWLQJ
fiction, will consider her claims that writing for the theatre is a communal activity, and will 
discuss the claims that moving into the theatre allows Cixous to write about history and 
current affairs in ways that would be impossible in her fiction. My thesis is concerned with 
plays that Cixous wrote for the Théâtre du Soleil, and so this chapter will also provide an 
LQWURGXFWLRQ WR WKLV WKHDWUH JURXS 7KLV LQWURGXFWLRQ ZLOO ORRN DW WKH 7KpkWUH GX 6ROHLO¶V
theatrical influences, as a way of considering the relationship of the plays that Cixous wrote 
for the group to a larger theatrical tradition. Asia and Asian theatre have had an important 
influence on the Théâtre du Soleil, and so this chapter will also discuss the presentation of 
                                                 
2
 Hélène Cixous, /¶+LVWRLUHWHUULEOHPDLVLQDFKHYpHGH1RURGRP6LKDQRXNURLGX&DPERGJH (Paris: Éditions 
Théâtrales, 2010) (henceforth Norodom).  
3
 Hélène Cixous, La Ville parjure ou le réveil des Erinyes (Paris: Éditions Théâtrales, 2010) (henceforth Ville 
parjure). 
4Hélène Cixous, Tambours sur la digue (Paris: Théâtre du Soleil, 1999) (henceforth Tambours). 
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$VLDLQ&L[RXV¶VSOD\V)LQDOO\LWZLOORXWOLQHWKHTXHVWLRQV to be addressed in Chapters Two 
to Five. 
 
Ethics 
Investigations of ethics are a response to a question. Martha C. Nussbaum, after Aristotle, 
DVNVµ+RZVKRXOGDKXPDQEHLQJOLYH"¶5 $QWKRQ\&XQQLQJKDPDVNVµ+RZVKRXOG,OLYH"¶6 
and for Jacques Derrida, ethics (and politics) DQVZHUWKHTXHVWLRQµ:KDWVKRXOG,GR"¶7 The 
three thinkers begin their considerations of ethics with questions that are apparently similar, 
or at least seem to prompt similar answers. However, asking what to do is different from 
asking how to live, and SRVLQJDTXHVWLRQDERXWµ,¶LVGLIIHUHQWIURPSRVLQJDTXHVWLRQDERXW
µDKXPDQEHLQJ¶7KHVHGLIIHUHQFHVLQWKHZD\VWKDWWKHTXHVWLRQVDUHIRUPXODWHGDUHWHOOLQJ
and suggest that there is an incomplete consensus on the scope and nature of ethics as a 
concept (behaving ethically) and as a field of study (within the discipline of philosophy). 
:KDWUHPDLQVFRQVWDQWLQWKHVHTXHVWLRQVLVWKHPRGDOYHUEµVKRXOG¶DQGWKHLPSOLFDWLRQVRI
this word will be the main concern of my attempt to define ethics. The issues of what 
motivates ethical action, of what aims could be called ethical aims, of how (or whether) we 
can define (or choose) those aims, and of what the realm (actual or hypothetical) of ethics is, 
DOOVHHPWRLQIRUPRXUXQGHUVWDQGLQJRIWKHZRUGµVKRXOG¶ 
 
 ,WFRXOGEHXVHIXOWRWKLQNRIµVKRXOG¶DVLQWURGXFLQJVWDWHPHQWVDERXWZKDWZHRXJKWWRGR
given what we know or believe about how the world is. As my thesis is concerned with 
FRQVLGHULQJHWKLFDOTXHVWLRQV WKURXJKZRUNVRI WKHDWUHZKDW µLV¶ZLOOEH ZKDW µLV¶ZLWKLQD
                                                 
5
 0DUWKD&1XVVEDXPµ,QWURGXFWLRQ)RUPDQG&RQWHQW3KLORVRSK\DQG/LWHUDWXUH¶LQ/RYH¶V Knowledge 
(Oxford: Oxford University Press, 1990), pp. 3-53 (p. 25). 
6
 $QWKRQ\&XQQLQJKDPµ7KH$LPRI(WKLFV¶LQThe Heart of What Matters: The Role for Literature in Moral 
Philosophy (Berkeley and London: University of California Press, 2001), pp. 7-68 (p. 9). 
7
 -DFTXHV'HUULGDµ(WKLFVDQG3ROLWLFV7RGD\¶LQNegotiations: Interventions and Interviews, 1971-2001, ed. 
and trans. by Elizabeth Rottenberg (Stanford: Stanford University Press, 2002), pp. 295-314 (p. 296). 
4 
 
ILFWLRQDO ZRUOG ,Q WKH HVVD\ µTrauerspiel DQG 7UDJHG\¶ :DOWHU %HQMDPLQ H[SUHVVHG KLV
UHVHUYDWLRQV DERXW WKH ZD\V LQ ZKLFK µWKH ZRUN RI DUW LV XQKHVLWDWLQJO\ DFFHSWHG DV WKH
exemplary copy of moral phenomena, without any consideration of how susceptible such 
SKHQRPHQD DUH WR UHSUHVHQWDWLRQ¶8 It will be argued that Cixous does not attempt to make 
WKHDWUHµFRS\¶PRUDOSKHQRPHQDLQHYHU\GD\OLIHWKDWWKHTXHVWLRQRIKRZWRUHSUHVHQWµPRUDO
SKHQRPHQD¶ LV D UHFXUUHQWFRQFHUQ LQ&L[RXV¶VZRrk for the theatre, and moreover that the 
decision to use drama to address moral concerns is strategically useful rather than 
problematic.  
 
My attempt to define ethics will begin by looking more carefully at the question RI µ:KDW
VKRXOG , GR"¶, and trying to discover what the question may reveal about the concerns of 
ethics. It will also consider what form the answer to this question might take. It is here that 
the ethical and political of the question will be separated and an ethical response to the 
question differentiated from a political one. 
  
What should I do? 
7KLV LQYHVWLJDWLRQ RI HWKLFV EHJLQV ZLWK µZKDW¶ D TXHVWLRQ DQG QRW D K\SRWKHVLV DQG
questioning itself is ethically important. Nussbaum has suggested how ethical questioning is 
both urgent and inescapable (/RYH¶V.QRZOHGJH, p. 28). Derrida demands that ethical actions 
EHµDVWKRXJKWIXODVSRVVLEOHWKXVSUHFHGHGE\DTXHVWLRQLQJWKDWFRQVWLWXWHVDQHVVHQWLDOSDUW
WRDQ\HWKLFDODQGSROLWLFDODFW¶'HUULGDµ(WKLFVDQG3ROLWLFV¶S4XHVWLRning appears 
as a necessary but not sufficient criterion for ethics. This ethical questioning seems to be 
UHODWHGWR WKHPRPHQWRIµXQGHFLGDELOLW\¶ZKHQPDNLQJDGHFLVLRQDSSHDUVLPSRVVLEOH WKDW
Derrida is discussing when he says that 
                                                 
8
 :DOWHU%HQMDPLQµTrauerspiel and 7UDJHG\¶WUDQVE\-RKQ2VERUQHLQTragedy, ed. by John Drakakis and 
Naomi Conn Liebler, pp. 106-122 (p. 108).  
5 
 
 
Far from opposing undecidability to decision, I would argue that there 
would be no decision, in the strong sense of the word, in ethics, in politics, 
no decision, and thus no responsibility, without the experience of some 
undecidability.9  
 
The implication is that any ethical act must involve taking a decision. It may be assumed that 
questioning stems from undecidability, and that both occur when a decision is made. 
Undecidability and questioning would not be a weakness or problem for ethics but rather a 
strength, since they allow an ethical decision to be made.10 Ethics should therefore not aim to 
abolish the moment of questioning by instituting a completely rigorous system of laws which 
may be automatically or thoughtlessly applied in any situation, like a computer programme. 
This emphasis on the moment of (in)decision within ethics is certainly valuable inasmuch as 
it prevents the ossification of ethics and allows morality to adapt to a changing material 
situation. Both Nussbaum and Cunningham stress the fact that ethical actions always occur 
within certain social and material contexts and that it is vital and good that they should 
respond to these contexts (Nussbaum, /RYH¶V.QRZOHGJH, p. 26; Cunningham, What Matters, 
S  &XQQLQJKDP IXUWKHU GHQLHV WKH YDOXH RI ZKDW KH WHUPV µHWKLFDO WKHRU\¶ DWWHPSWV WR
come up with a codified set of laws which would be able to guide all of our actions, although 
he does so not because he sees particular ethical value in the moment of questioning but 
because he denies that any set of rules may be able to deal with the complexities of a life 
(Cunningham, What Matters, pp. 21-2). This denial comes in the context of a critique of 
.DQWLDQ HWKLFDO WKHRU\ZKLFKKROGV WKDW µZKDW LV HVVHQWLDO in the moral worth of actions is 
                                                 
9
 -DFTXHV'HUULGDµ+RVSLWDOLW\-XVWLFHDQG5HVSRQVLELOLW\D'LDORJXHZLWK-DFTXHV'HUULGD¶LQQuestioning 
Ethics: Contemporary Debates in Philosophy, ed. by Richard Kearney and Mark Dooley (London and New 
York: Routledge, 1999), pp. 63-83 (p. 66).  
10
 Cf. Judith Still, Derrida and Hospitality: Theory and Practice (Edinburgh: Edinburgh University Press, 
2010), pp. 10-11. 
6 
 
WKDWWKHPRUDOODZVKRXOGGLUHFWO\GHWHUPLQHWKHZLOO¶11 The existence of the ethical question 
as the basis of ethics already seems to rule out one of the possible ways in which we could 
answer that question: the creation of a strict set of laws. 
 
What is difficult if we insist that ethics be preceded by questioning is the issue of how we 
WKHQGHDOZLWKWKRVHDFWLRQVZKLFKZHUHQRWGHFLVLRQVµLQWKHVWURQJVHQVH¶&HUWDLQO\it may 
be said that they were not ethical, but we must then consider whether this implies that they 
are ethically bad, unethical, or ethically neutral, anethical.12 Both options are problematic: on 
WKH RQH KDQG ZH ULVN ODEHOOLQJ DV µEDG¶ WKH DFWLRQV RI DOO WKRVH ZKR DUH LQFDSDEOH RU
considered incapable of reflecting on their actions;13 on the other we lose the ability to 
criticise retrospectively behaviours which were unthinkingly accepted in the past (the most 
obvious example being slavery). It could be that very few actions fall into the category of the 
XQGHFLGHG,Qµ(WKLFVDQG3ROLWLFV7RGD\¶'HUULGDVXJJHVWVWKDWZHPD\EHµUHVSRQVLEOHHYHQ
EHIRUH >ZH@ ZDQW WR EH¶ WKDW µLQDFWLRQ LV already an action, a decision, an engagement, a 
UHVSRQVLELOLW\WKDWKDVEHHQWDNHQ¶S$IDLOXUHWRUHIOHFWXSRQ our actions is itself an 
action for which we can be held responsible, and therefore it is possible to judge the 
behaviour of people who refuse to question their actions as ethically good or bad. Derrida 
expects that the questioning that precedes an ethicaO DFW EH µDV WKRXJKWIXO DV SRVVLEOH¶ LW
seems to be the action of questioning which is important, and the process of reflection does 
not have to live up to any universal criteria of rationality or subtlety. We may therefore judge 
as ethical the actions of many different types of being. Still, it seems that the question of what 
                                                 
11
 ,PPDQXHO.DQWµ3XUH 3UDFWLFDO5HDVRQDQGWKH0RUDO/DZ¶LQEthics, ed. by Peter Singer, Oxford Readers 
(Oxford: Oxford University Press, 1994), pp. 123-131 (p. 129). 
12
 This does not of course imply that all of those decisions which are taken after reflection will be ethically 
JRRG<RXPD\DIWHUUHIOHFWLRQPDNHDGHFLVLRQWRGRVRPHWKLQJWKDWLVµZURQJ¶EXWZHZRXOGEHDEOHWRODEHO
that action right or wrong from an ethical perspective.  
13
 The question of who or what may be an ethical subject is interesting and is dealt with in detail in my third 
chapter.  
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to do when deeply ingrained social norms prevent reflection upon certain actions remains 
open.  
 
7KHTXHVWLRQµZKDWVKRXOG ,GR"¶UDUHO\RFFXUV LQ WKLVEOXQWDQG WUXQFDWHGIRUP*HQHrally, 
we ask what to do in relation to a problem where the desire for a certain outcome has already 
been established. Thus, to give an analogous but anethical example, the answer to the 
TXHVWLRQµ:KDWVKRXOG,GRWRLPSURYHP\HVVD\"¶ would take into account a platonic model 
of a good essay and also a knowledge of my capabilities as a student and the resources at my 
disposal.14 When the analogous ethical TXHVWLRQµZKDWVKRXOG,GR"¶RFFXUVDORQHZHKDYHDV
context the subject asking the question and the entirety of their lived experience. Just as in 
response to the question of the essay we had to refer to a model of a successful essay, so the 
TXHVWLRQµZKDWVKRXOG,GR"¶DORQHRULQUHVSRQVHWRVRPHGLOHPPDUHTXLUHVWKHFUHDWLRQRID
model of a good life or a good subject. Thus Ludwig Wittgenstein begins his lecture on ethics 
by quoting G.E. Moore, who defines the philosophical field of HWKLFVDVµWKHJHQHUDOHQTXLU\
LQWRZKDWLVJRRG¶15 Ethical enquiry is not the attempt to find an acceptable means to achieve 
a certain end but the attempt to define the ends that we should have. Ethics, as Cunningham 
FODLPV IRUFHV XV WR GHFLGH ZKDW PDWWHUV GHWHUPLQH WKH µREMHFWV RI XOWLPDWH KRQRU DQG
FRQFHUQLQDKXPDQOLIH¶&XQQLQJKDPWhat Matters, p. 41). For Immanuel Kant, the object 
of ultimate concern in a human life should be the living of a good life. He claims that the 
µJRRGZLOO¶YLUWXHLVµJRRGRILWVHOI¶DQGQRWEHFDXVHRIZKDWLWPD\EHXVHGWRDFKLHYH,W
follows that being virtuous is an end and not a means, and that it makes no sense to ask what 
WKH SXUSRVH RI HWKLFV RU HWKLFDO EHKDYLRXU PD\ EH EHLQJ HWKLFDO LV µWR EH HVWHHPHG
LQFRPSDUDEO\ KLJKHU WKDQ DQ\WKLQJ ZKLFK FRXOG EH EURXJKW DERXW E\ LW¶ .DQW µ3UDFWLFDO
5HDVRQ¶S 7KXV WKHGHVLUH WREH virtuous need not justify itself by reference to any 
                                                 
14
 This example will be discussed further on p. 8. 
15
 /XGZLJ:LWWJHQVWHLQµ$/HFWXUHRQ(WKLFV¶LQEthics, ed. by Peter Singer, pp. 140-147 (p. 141).  
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other desire.16 Ethics, as a field of study or thought, appears to consist in this attempt to 
GHILQHZKDWLVµJRRG¶ZKDWVRUWRIDWKLQJPD\EHGHVLUDEOHLQLWVHOIDQGQRWEHFDXVHLWFDQ
help us to achieve any goal. It is possible to accept this as the remit of ethics without 
FRPPLWWLQJRXUVHOYHVWR.DQW¶VSRVLWLRQWKDWVLQFHWKHRQO\JRDORIYLUWXHLVYLUWXHDFWLRQV
IURPZKLFKZHGHULYHSOHDVXUHRUVDWLVIDFWLRQDUHHWKLFDOO\EDG.DQWµ3UDFWLFDO5HDVRQ¶S
131).  
 
There are many different potential models of this ethical good, and indeed many different 
principles that we may potentially legitimately use to define or discover the good, to found 
ethics. Perhaps the most obvious is the omnibenevolent, omniscient, and omnipotent God, 
ZKRVH FRPPDQGPHQWV DQG SULQFLSOHV GHILQH HWKLFDOO\ JRRG DFWLRQ $FFRUGLQJ WR .DQW µ,
VKRXOG QHYHU DFW LQ VXFK D ZD\ WKDW , FRXOG QRW ZLOO WKDW P\ PD[LP EH D XQLYHUVDO ODZ¶
µ3UDFWLFDO 5HDVRQ¶ S  7KLV XQLYHUVDO DSSOLFDEility is the basis of good action. The 
utilitarian principle of the pursuit of the greatest happiness for the greatest number functions 
slightly differently because it appears to leave open the possibility of defining good happiness 
in different ways. One of the concerns of this thesis will be to attempt to find the basis of the 
ethics presented in the four plays.   
 
The case of a student who wished to improve an essay was used above to illustrate the way in 
ZKLFK WKH TXHVWLRQ µZKDW VKRXOG , GR"¶ IXQFWLRQs. It was stated that this example was 
anethical, that the desire to improve an essay was neither ethically good nor ethically bad. 
+RZHYHUµLPSURYH\RXUHVVD\¶LVDSODXVLEOHUHVSRQVHWR WKHTXHVWLRQµZKDWVKRXOG,GR"¶
and so some clarification of the domain of ethics is necessary to justify the decision to 
exclude the improvement of essays from the field of ethics. Derrida claims that µO¶pWKLTXH
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 For a detailed account of whether ethical imperatives are desire-dependent or desire-independent, see Michael 
6PLWKµ7KH'HILQLWLRQRI³0RUDO´LQSinger and his Critics, ed. by Dale Jamieson (Oxford: Blackwell, 1999), 
pp. 38-63. 
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SXUHV¶LO\HQDFRPPHQFHjODGLJQLWpUHVSHFWDEOHGHO¶DXWUHFRPPHO¶DEVROXdissemblable, 
reconnu comme non reconnaissable, voire comme méconnaissable, au-delà de tout savoir, de 
WRXWFRQQDLVVDQFHHWGHWRXWHUHFRQQDLVVDQFH¶17 Pure ethics, which may be impossible, begins 
with a radically unknowable other. It seems justifiable to assume, therefore, that ethics that 
can be practised will also always begin with a relationship with an other, if a recognisable 
one. This is a departure from certain traditions in ethics, where it would be possible to judge 
according to ethical criteria actions that had little or no impact on others. These traditions are 
at play, for example, when the debates around drinking or drug taking are couched in ethical 
terms. According to the definition of ethics that is being established here, a decision to drink 
would become an ethical issue if it led to a person becoming violent, or being unable to 
function as a parent, for example, but would be anethical normally. We may of course 
consider that our decisions always have some impact on others: your decision to drink may 
inconvenience a friend who was hoping that you would be driving that evening, for example. 
Cases such as this, where an action has minimal impact on others, will not be considered to 
fall within the domain of ethics for this thesis.   
 
7KHTXHVWLRQµZKDWVKRXOG,GR"¶GHPDQGVWhat this ethical definition of the good have some 
EHDULQJXSRQRUUHODWLRQVKLSWRRXUDFWLRQV&XQQLQJKDPDUJXHVWKDWµZHVKRXOGQRWMXGJHWKH
DGHTXDF\ RI UXOHV SULQFLSOHV RU LGHDOV LQGHSHQGHQWO\ RI WKHLU SRZHU WR PRYH XV¶
(Cunningham, What Matters, p. 1)RUFODVVLFDOSKLORVRSKHUVKHJRHVRQWRVD\µGLYRUFLQJ
WKHFRQWHQWRIHWKLFVIURPPRWLYDWLRQZRXOGKDYHEHHQXQWKLQNDEOH¶LELGS/LNHZLVH
PRVWZHVWHUQSKLORVRSKHUVKDYHµVRXJKWDQLQWHUQDOLVWDFFRXQWRIPRUDOLW\¶LELGLQZKLFKLW
is sufficient to say that something is good to imply that we ought to do it, or that we ought to 
do something to imply that that thing is good. It is worth noting that it does not follow that all 
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 Jacques Derrida Voyous (Paris: Galilée, 2003), p. 90. 
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RIWKRVHWKLQJVWKDWZHGHVLUHWRGRZLOOEHµJRRG¶VLQFHZHPD\ desire to do things simply as 
a means to achieving something else, or indeed desire to do things that we know to be bad, to 
be things that we ought not to do. Nevertheless, it is true that if an ethical principle is good, 
then we will feel that we should REH\LWDQGLIZHGRQRWWKHQZHZLOOµORFDWHWKHPLVWDNHLQ
XVUDWKHUWKDQLQWKHFRQFHSWLRQRIPRUDOLW\¶&XQQLQJKDPWhat Matters, p. 13). It is, at least 
partly, in this way that an ethical choice differs from a choice based on taste: if we do not eat 
bananas, we are likely to justify our choice by finding fault in bananas and not in ourselves.  
 
Like political and aesthetic choices, ethical choices define us and change the way that we 
define ourselves. What may perhaps be unique about ethical choices is the limited degree of 
socially permitted variation that is allowed within them. There are certain ethical norms to 
which we must adhere, or else we face exclusion, either legally mandated exclusion 
(imprisonment) or, potentially more violently, informal exclusion (for instance, in the 
treatment of known or suspected sex offenders when they come into a new community). 
When aesthetic or political choices move outside of a certain permitted variation, they are 
seen as ethical choices. This is most evident in the political sphere, where abolishing slavery, 
terrorism or fascism may be glossed as either political or ethical choices, or both, according 
to the speaker and their social context. This seems to be a symptom rather than the definition 
of the difference between the political and the ethical: defining an action as ethical rather than 
political rests upon a difference in meaning between the two terms, rather than constituting it. 
 
If the ethical and the political are both responses to the same question oIµZKDWVKRXOG,GR"¶
then the difference between the two should perhaps not be sought in their content. Judith Still 
DUJXHVWKDWµHWKLFVFDQEHVHHQDVWKHUHDOPRIPHWDSK\VLFDODEVROXWHVWUDQVFHQGHQWDOVRULQ
the case of Derrida and perhaps Levinas, ³TXDVL-WUDQVFHQGHQWDOV´ZKLOHSROLWLFVLVWKHUHDOP
11 
 
RI SUDJPDWLF FRPSURPLVH DQG RI QHJRWLDWHG UXOHV >«@ ERWK D QHFHVVLW\ DQG D SHUYHUVLRQ¶
(Hospitality S *HRIIUH\ %HQQLQJWRQ WHUPV µTXDVL-WUDQVFHQGHQWDO¶ WKRVH FRQFHSWVZKHUH
WKHUHLVµDFRPSOLFLW\ even an identity) between conditions of possibility and conditions of 
impossibility, such that the necessary possibility of the failure, compromise or contamination 
of the supposedly (or desiredly) pure case is sufficient to justify the thought that purity is 
already FRPSURPLVHG LQ LWVYHU\ IRUPXODWLRQ¶18 Ethics is only possible insofar as it is also 
impossible. We can only act ethically because there is the possibility that we could have 
failed or refused to do so. Therefore, the absolute realm of ethics exists precisely as 
something impossible, but its existence is nevertheless what allows ethical action within the 
world.  
 
,Q6WLOO¶VUHDGLQJRI'HUULGDHWKLFVDOORZVDQGREOLJHVXVWRDQDO\VHDQGGHFLGHXSRQµZKDW
WKHSROLWLFDO³EHWWHU´ZRXOGEH¶LQDQ\Vituation (Hospitality, p. 9).  The question of ethics is 
one of how to live within the material world, and we can call ethical, or more usefully, 
ethically good, actions which are taken in order to allow the subject to approach the ethical. 
There is therefore no contradiction between the idea that the realm of ethics must be 
completely absolute and the need for actions that we would term ethical to have first been 
questioned: we are simply obliged to ask ourselves questions about the transcendental ethical 
realm before acting in the negotiated world. Our actions may be the negotiated ones of 
politics, but this simply shows that it is possible to have an ethical politics, one which keeps 
the ethical horizon in view.  
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 *HRIIUH\%HQQLQJWRQµ'HFRQVWUXFWLRQ DQG(WKLFV¶LQInterrupting Derrida (London and New York: 
Routledge, 2000), pp. 34-46 (p. 41).  
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Literature Review 
Cixous has written extensively about her own work for the theatre. In addition to the four 
essays that were published together with Indiade and which have been mentioned above, 
WKHUH LV µ'H OD VFqQH GH O¶,QFRQVFLHQW j OD VFqQH GH O¶+LVWRLUH FKHPLQ G¶XQH pFULWXUH¶ D
lengthy essa\ZKLFKFKDUWV&L[RXV¶VSDWKLQWRWKHWKHDWUHDQGWKHQUHSHDWLQJPDWHULDOWKDWLV
published with IndiadeJLYHVDGHVFULSWLRQRI&L[RXV¶VWKHRULHVRIZULWLQJIRUWKHWKHDWUH19 In 
WKHLU HGLWLRQV RI &L[RXV¶V SOD\V WKH 7KpkWUH GX 6ROHLO SXEOLVKHV WKH H[WHQVive programme 
notes that were written by Cixous for the productions as well as some of their own rehearsal 
notes. These notes have proved to be useful points of departure for thinking about the plays 
even if they are written strategically and so require careful analysis before they can be of 
critical use. Finally, Cixous has often given interviews in which she touches upon her theatre. 
$QLQWHUYLHZHQWLWOHGµ7KHDXWKRUEHWZHHQWH[WDQGWKHDWUH¶ZKLFKZDVJLYHQWRHors Cadre 
magazine but which has been reprLQWHGLQ6HOOHUV¶VHélène Cixous: White Ink: Interviews on 
Sex, Text and PoliticsLVDSDUWLFXODUO\LQWHUHVWLQJDQGGHWDLOHGGLVFXVVLRQRI&L[RXV¶VYLHZV
on the theatre.20  
 
-XOLD'REVRQ¶VHélène Cixous and the Theatre: The Scene of Writing is the only book-length 
VWXG\ WR GHDO XQLTXHO\ ZLWK &L[RXV¶V WKHDWUH21 It analyses the plays as indications of the 
GHYHORSPHQWRI&L[RXV¶VZULWLQJSURMHFWDQGZKLOVW'REVRQJLYHVDQRYHUYLHZRIHDFKSOD\
and highlights any points of critical controversy related to it, there is no detailed criticism of 
the individual texts. Elsewhere, Dobson has given more in-depth analysis of individual 
                                                 
19
 +pOqQH&L[RXVµ'HODVFqQHGHO¶LQFRQVFLHQWjODVFqQHGHO¶+LVWRLUHFKHPLQG¶XQHpFULWXUH¶LQHélène 
&L[RXVFKHPLQVG¶XQHpFULWXUH, ed. by Françoise van Rossum-Guyon and Myriam Díaz-Diocaretz (Saint-Denis: 
Presses Universitaires de Vincennes, 1990), pp. 15-34. 
20
 Marie-&ODLUH5RSDUVµ+pOqQH&L[RXV7KH$XWKRU%HWZHHQ7H[WDQG7KHDWUH$LQWHUYLHZZLWKHors 
Cadre¶ trans. by Lucy Garnier, in White Ink: Interviews on Sex, Text and Politics, ed. by Susan Sellers 
(Stocksfield: Acumen, 2008), pp. 97-123. 
21
 Julia Dobson, Hélène Cixous and the Theatre: The Scene of Writing (Oxford: Peter Lang, 2002). 
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plays,22 as have other critics.23 Critical reviews of performances have also been useful, 
particularly in relation to the two later plays, which have had less critical attention. Some of 
WKHERRNVRQ+pOqQH&L[RXV¶VZRUNSXEOLVKHGVLQFHWKHVKDYHLQFOXGHGDGLVFXVVLRQRI
her theatre. Of these, the most valuable for this dissertation has been Chapter Four of Morag 
6KLDFK¶V book Hélène Cixous: A Politics of Writing.24 6KLDFKEHJLQVE\LQWURGXFLQJ&L[RXV¶V
thought on the theatre and suggesting how her work may be placed within the context of 
twentieth-century theatre and offers a careful if brief analysis of the key critical and political 
LVVXHVUHODWHGWRWKHSOD\VWKDWZHUHSXEOLVKHGEHIRUH+RZHYHUQHLWKHU'REVRQ¶VZRUN
nor any of these articles or chapters have been primarily concerned with ethics, even if they 
may have suggested some ethical issues. 
 
7KHUH LV GLVFXVVLRQ RI &L[RXV¶V SOD\V LQ VRPH WH[WV GHYRWHG WR WZHQWLHWK-century French 
WKHDWUH2ISDUWLFXODU LQWHUHVW LV'DYLG%UDGE\¶VModern French Drama 1940-1990 (1991), 
which discusses the work of the Théâtre du Soleil and briefly analyses Indiade and Norodom, 
DVZHOODV3DWULFH3DYLV¶VTheatre at the Crossroads of Culture (1992), which compares the 
1987 production of Indiade to other contemporary productions set in India. Although Bradby 
LQSDUWLFXODUPD\EHWRRTXLFNWRGLVPLVV&L[RXV¶VWKHDWUHDQG so miss some of the subtlety of 
KHU SURMHFW ERWK %UDGE\¶V DQG 3DYLV¶V WH[WV SURYLGH DQ LQWHUHVWLQJ FRXQWHUSRLQW WR WKH
DQDO\VLV RI &L[RXV¶V WKHDWUH WKDW FRPHV IURP FULWLFV ZKR KDYH SXEOLVKHG H[WHQVLYHO\ RQ
&L[RXV¶VZRUNDQGZKRJHQHUDOO\GRQRWKDYHDEDckground in theatre.  
 
                                                 
22
 )RULQVWDQFH-XOLD'REVRQµ&L[RXV¶V7KHDWUHDQGWKH'UDPDWLF5HWXUQVRIWKH'HDG¶LQRedefining the Real: 
WKH)DQWDVWLFLQ&RQWHPSRUDU\)UHQFKDQG)UDQFRSKRQH:RPHQ¶V:ULWLQJ, Modern French Identities, 81 
(Bern: Peter Lang, 2009), pp. 173-185. 
23
 A numbeURIDUWLFOHVRQ&L[RXV¶VWKHDWUHZHUHSXEOLVKHGLQ+pOqQH&L[RXV&URLVpHVG¶XQ°XYUH, ed. by 
Mireille Calle-Gruber (Paris: Galilée, 2000). 
24
 Morag Shiach, Hélène Cixous: A Politics of Writing (London: Routledge, 1991).
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Finally, there has been critical attention paid to the work Théâtre du Soleil, criticism which 
has generated some interesting perspectives on the plays that Cixous produced in 
FROODERUDWLRQ ZLWK WKH JURXS $GULDQ .LHUQDQGHU¶V DUWLFOHs on Norodom and Indiade were 
particularly valuable,25 as were the texts collated by David Williams and published together 
as the Théâtre du Soleil Sourcebook.26  
 
Hélène Cixous 
Hélène Cixous was born in 1937 in Oran, Algeria. Her father was of Spanish and French 
RULJLQDQGKHUPRWKHUZDVERUQLQ*HUPDQ\%RWKRI&L[RXV¶VSDUHQWVZHUH-HZLVK27 Cixous 
WDONVDERXWWKHLPSRUWDQFHRIKHURULJLQVLQµ/DYHQXHjO¶pFULWXUH¶ 
 
 M¶DL HX OD µFKDQFH¶ GH IDLUH PHV SUHPLHUV SDV HQ SOHLQ EUDVLHU HQWUH GHX[
holocaustes, parmi, au sein même du racisme, avoir trois ans en 1940, être 
juive, une partie de moi dans les camps de concentration, une partie de moi 
GDQVOHVµFRORQLHV¶.28 
 
&L[RXV¶VHDUO\\HDUVZHUHPDUNHGE\KLVWRULFDOWUDJHG\WKH+RORFDXVWDQGWKHYLROHQFHRIWKH
French occupation of Algeria. Ethical, material and historical concerns are thus not specific 
WR &L[RXV¶V WKHDWUH EXW ZHUH HYRNHG LQ WH[WV WKDW SUHFHGHG KHU GUDPDWLF ZULWLQJ DQG ZHUH
moreover characteristic of her childhood, essential to it. That such concerns were an 
unavoidable part of her life is, she suggests tentatively or perhaps ironically, a « chance », 
lucky or perhaps fortunate; whatever the horror of the history into which she was born, the 
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 I am referring to two essays in pDUWLFXODUµ7KH2ULHQWWKH)HPLQLQH7KH8VHRI,QWHUFXOWXUDOLVPE\WKH
7KpkWUHGX6ROHLO¶LQGender in Performance: The Presentation of Difference in the Performing Arts, ed. by 
Laurence Senelick (Hanover, New Hampshire: The University Press of New England, 1992), 183-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7KpkWUHGX6ROHLO3DUW7ZR7KH5RDGWR&DPERGLD¶New Theatre Quarterly, 2.7 (1986), 203-212. 
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 Collaborative Theatre: The Théâtre du Soleil Sourcebook, ed. by David Williams (London and New York: 
Routledge, 1999) 
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 Hélène CL[RXVµ6RUWLHV¶LQLe Rire de la Méduse et autres ironies (Paris: Galilée, 2010), 69-197 (p. 84). 
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3DULV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inescapable presence of the ethical and the historical in the everyday was nevertheless 
potentially positive. Cixous uses her childhood experiences to demonstrate the importance of 
an ethical dimension within human life.  
 
Cixous was already well-established as a writer before she began to write for the theatre, 
having published several well-received poetic novels and essays principally concerned with 
literary theory. It is for her theories of writing and particularly the concept of écriture 
féminine that Cixous is best known in the Anglophone world.29  
 
Écriture Féminine 
Cixous affirms that all writing is sexually marked but that few examples exist of writing that 
is marked in a feminine way.30 Écriture féminine is broadly an exploration of how one may 
write in a way that escapes a masculine economy, an action which is presented as an 
obligation. We have an obligation both to write and to practice writing in a certain way 
&L[RXV µ/H 5LUH¶ S  $Q REOLJDWLRQ WR ZULWH LV DOVR VXJJHVWHG LQ WKH IRXU SOD\V
considered in this thesis, although in the plays this obligation is no longer explicitly or solely 
tied to the need to express a feminine libidinal economy: it will be argued that in Indiade and 
Norodom there is an obligation to write or speak that is linked to our ethical responsibilities 
to history and to the dead, and in Ville parjure and Tambours one that is related to the wish to 
prevent injustice. It will be shown that these obligations to write may be considered to be 
ethical. Likewise, it will be argued that in all four plays there appears to be a need to find a 
way of writing that is adapted to the ethical message that will be conveyed, and that this need 
is an ethical one: it is not simply efficient but right that care should be taken in writing. 
Cixous suggests that it is dangerous to create writing that is sexually marked as feminine: to 
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 Sellers Susan (ed.), Hélène Cixous Reader (London: Routledge, 1994) p. xxix 
30
 &L[RXV+pOqQHµ/H5LUHGHOD0pGXVH¶LQLe Rire de la Méduse et autres ironies, 35-68 (pp. 42-3). 
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attempt to write in this way is to bring feminine out of the domestic space and into a wider 
world where its intrusion is not welcome and where it is believed that there is no space for it 
&L[RXVµ/DYHQXH¶S5LVNis equally an important concern in the four plays discussed 
by this thesis, and the ways in which risk is related to ethical action will be discussed. When 
certain of the concerns of the écriture féminine project are taken up again in the plays, their 
ethical dimension is evident.  
 
Écriture féminine is, as Shiach indicates, not a descriptive label of certain types of writing but 
UDWKHU D µZULWLQJ SUDFWLFH¶ 6KLDFK S  $Q HPSKDVLV RQ WKH LPSRUWDQFH RI DFWLRQ LV
suggested here, and an examination of the importance of action will be one of the significant 
strands of the discussion of ethics in this thesis. As écriture féminine is a practice rather than 
DODEHO&L[RXV¶VVXJJHVWLRQVRIZKDWLW may be do not come through definitive descriptions 
of a writing style: any such description would anyway be impossible as écriture féminine 
exceeds rational discourse and will always be located somewhere beyond the terms with 
ZKLFK RQH WULHV WR GHILQH LW &L[RXV µ/H 5LUH¶ S  5DWKHU VRPH FKDUDFWHULVWLFV RI
feminine writing are suggested through highly subjective and poetic descriptions of how 
Cixous writes and through pointing to other authors whom she believes to practice feminine 
ZULWLQJ&L[RXVµ/H5LUH¶S7KHWHUPécriture féminine is thus slippery and deliberately 
difficult to abstract from the literary works to which it refers. Nonetheless it is possible to 
identify certain ways of thinking about écriture féminine that will allow the concept to be 
used in a critically useful way in the course of this essay. 
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&L[RXV OLNHQV ZULWLQJ WR EORRG µFRPPH OH VDQJ RQ Q¶HQ PDQTXH SDV ,O SHXW V¶DSSDXYULU
0DLVWXOHIDEULTXHVHWOHUHQRXYHOOHV¶&L[RXVµ/DYHQXH¶S31 This image economically 
suggests many of the qualities of female writing; it is necessary to life, fluid, renewable and 
never lacking, material in as far as it is something to be fabricated. Significantly, writing is 
also of the body, both present within the body and created by it. The body is central to 
&L[RXV¶VLPDJLQLQJRIZULWLQJDQGVKHSUDLVHVWKHRIWHQGHQLHGDELOLW\RIZULWLQJWRDIIHFWXV
bodily, to give us an orgasm or to make us cry.32 The Cartesian tradition would split the mind 
and the body to privilege the mind as the seat of the self and make of writing therefore an 
expression of mind. Body-writing is hence a challenge to the received hierarchy between the 
ELQDU\ SDLU RI PLQG DQG ERG\ &L[RXV LQ µ6RUWLHV¶ VXJJHVWV KRZ KLHUDUFKLFDO ELQDU\
oppositions have structured Western thought with the result that the feminine either does not 
exist or else is maintained in an underprivileged position of passivity (CixRXV 
6RUWLHV¶SS
72-3). An embodied feminine writing practice is therefore one way of undermining or 
subverting the systems that restrict women, a political gesture. It will be argued that a related 
discussion of the importance of the body and of emotions is one significant aspect of 
&L[RXV¶VHWKLFVDQGLVSDUWLFXODUO\UHOHYDQWWRWKHDWWHPSWWRILQGDIRXQGDWLRQIRUHWKLFV 
 
Some critics have been wary of these attempts to tie female writing to the bodily, perhaps 
DVNLQJ ZLWK $QQ 5RVDOLQG -RQHV µLI Ze argue for an innate, precultural femininity, where 
does that position (though in content it obviously diverges from masculinist dogma) leave us 
LQUHODWLRQWRHDUOLHUWKHRULHVDERXWZRPHQ¶V³QDWXUH´"¶33 To charge Cixous with essentialism 
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 Interestingly, blood is also the dominant image of Ville parjure, where it evokes questions of purity, violence 
and family. These are themselves related to the ethical questions of what it means to be good and whom we 
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is perhaps to miVLQWHUSUHWKHUXQGHUVWDQGLQJRIWKHERG\,QWKHUHDGLQJRI&L[RXV¶VZRUNWKDW
forms the basis of her criticism of it, Toril Moi demonstrates how, for Cixous, the terms 
PDVFXOLQH DQG IHPLQLQH DUH QRW UHIOHFWLRQV RI ZKDW 0RL WHUPV WKH µHPSLULFDO VH[¶ RI WKHir 
EHDUHUVEXWUDWKHUGHQRWHGLIIHUHQWµOLELGLQDOHFRQRPLHV¶GLIIHUHQWUHODWLRQVKLSVWRGHVLUHDQG
repression.34 Although it is currently easier for women to have access to a masculine 
economy than for men to have access to a feminine economy, both empirically sexed men 
DQGHPSLULFDOO\VH[HGZRPHQKDYHWKHSRWHQWLDO WREHELVH[XDOZKHUHWREHµELVH[XDO¶ LV WR
have access to both masculine and feminine libidinal economies without equating the two or 
HIIDFLQJWKHGLIIHUHQFHVEHWZHHQWKHP&L[RXVµ6RUWLHV¶Sp. 113-5). Indeed it may even be 
easier for a man than for a woman to produce writing that is sexually marked as feminine 
&L[RXVµ/DYHQXH¶S&L[RXVSRLQWVSDUWLFXODUO\WRWKHH[DPSOHRI-HDQ*HQHW&L[RXV
µ/H5LUH¶S 
 
This embodied feminine writing practice celebrates naissance in a way that does not tie 
femininity inseparably to the possession of female reproductive organs but is rather a refusal 
of the tendency to erase the mother-ILJXUH &L[RXV µ6RUWLHV¶ S  +HQFH ZKLOVW &L[RXV
affirms that it was through helping her midwife mother and watching women give birth that 
she learnt to love women in a way that refuses to separate birth from lived, bodily experience 
&L[RXVµ/DYHQXH¶SVKHDWWKHVDPHWLPHRSHQVXSDZLGHUFRQception of gestation 
and naissance DOORZLQJ LW WR EH VRPHWKLQJ WR ZKLFK µHPSLULFDOO\ VH[HG¶ PHQ FRXOG KDYH
access. The chief characteristic of this wider pregnancy is an openness to an other which is 
not possessed, consumed or controlled. Thus the baby, whilst carried by the mother, is not an 
extension of her but is accepted and loved as different to its mother and its independence, its 
birth, is a cause for celebration. As has been argued, the question of how we relate to others is 
                                                 
34
 Toril Moi, Sexual/Textual Politics: Feminist Literary Theory (London and New York: Routledge, 1985) p. 
108. 
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the key issue for ethics. The other to which feminine language is open may be different 
languages,35 may be the other within the speaker,36 or may be other meanings such that 
feminine language would not only mean in more than one way but would playfully embrace a 
multiplication of meanings. )HPLQLQH ODQJXDJH µQH FRQWLHQW SDV HOOH SRUWH¶ &L[RXV µ/H
5LUH¶ S  The distinction between containing and carrying here may lie precisely in 
openness, a language that carries being one that does not attempt to restrict meaning nor 
claim that meaning can be entirely present within an utterance.  
 
Writing for the Theatre 
&L[RXVJLYHVDFFRXQWVRIZULWLQJERWK ILFWLRQDQG WKHDWUH ,Q µ/¶,QFDUQDWLRQ¶ VKHGHVFULEHV
how:  
 
SRXUµpFULUH¶XQHSLqFHGHWKpkWUHMHµYDLV¶ au théâtre en passant derrière la 
pensée. Je ferme les yeux, et assise au fond de mon corps, je regarde vivre 
OHVSHUVRQQDJHV MHP¶DJLWH MHSRXVVHGHV H[FODPDWLRQV VHXOHGHYDQWPRQ
SDSLHUMHYHUVHGHVODUPHV&¶HVWGRQFTXHF¶HVWGpMjOHWKpkWUHHWMHne suis 
pas seule. &L[RXVµ/¶,QFDUQDWLRQ¶S 
 
This description of writing a play appears remarkably similar to the description of writing 
more generally JLYHQLQµ/DYHQXHjO¶pFULWXUH¶ 
 
Vision : ma poitrine comme le tabernacle. Ouvre. Mes poumons comme les 
rouleaux de la Thora. Mais une Thora sans fin dont les rouleaux 
V¶LPSULPHQW HW VH GpSORLHQW j WUDYHUV OHV WHPSV HW VXU OD PrPH +LVWRLUH
V¶pFULYHQW WRXWHVOHVKLVWRLUHV OHVpYpQHPHQWV OHVFKDQJHPHQWVpSKpPqUHV
                                                 
35
 &L[RXVKDVRIWHQVSRNHQRIWKHLPSRUWDQFHRIKHUSRO\JORWXSEULQJLQJWRKHUFRQFHSWLRQRIZULWLQJµ/D
YHQXH¶SIRULQVWDQFH 
36This interior other would be the unconscious.  
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HWOHVWUDQVIRUPDWLRQVM¶HQWUHjO¶LQWpULHXUGHPRLOHV\HX[IHUPpVHWoDVH
lit. &L[RXVµ/DYHQXH¶S 
 
,Qµ/DYHQXH¶WKLVLQWHULRUUHDGLQJLVLQVHSDUDEOHIURPZULWLQJLVDOVRDZULWLQJWKDWLVDOVRD
birth (Ibid). In both portrayals, writing begins with closing the eyes, a refusal of immediate 
external stimuli that facilitates an interior movement. This interior movement allows the 
author to read something that is already present within her, written on/in her body. This 
necessitates on both occasions a refusal of conscious thought, explicitly in the account of 
ZULWLQJ IRU WKH WKHDWUH DQGVXJJHVWHG WKURXJK WKH UHIHUHQFH WR µoD¶ZKLFK LQ WKHDFFRXQWRI
ZULWLQJIRUILFWLRQUHIHUVERWKHLWKHUWRWKHZULWLQJLWVHOIRUWRWKHDXWKRU¶VLG7KXVDOWKRXJK
some shift in literary tone ma\EHSHUFHSWLEOHEHWZHHQ&L[RXV¶VWKHDWUHDQGKHURWKHUZRUNV
and Cixous herself may claim that there is such a disjuncture, her reports of the writing 
moment suggest that the writing is not produced, at the instant of inscription, in a radically 
different way. Nevertheless, it will be interesting to consider what may be different about 
&L[RXV¶VZULWLQJIRUWKHWKHDWUH 
 
DedansSXEOLVKHGLQZDV&L[RXV¶VILUVWILFWLRQDOWH[WDQGLVEURDGO\W\SLFDORIKHUHDUO\
work. Critically acclaimed, Dedans won the prestigious Prix Médicis in 1969. It is a complex 
DQG GHQVHO\ SRHWLF ILFWLRQ WKDW H[SORUHV WKH QDUUDWRU¶V DWWHPSWV WR FRPH WR WHUPV ZLWK WKH
death of her father. The book has a central writing voice but an indeterminate number of 
characters, for the other voices of the text seem to exist only for and through the narrator. It is 
equally difficult to describe the setting of the text, which seems to take place in a strange 
dream-time and moves between an ill-GHILQHG GRPHVWLF VSDFH WKH QDUUDWRU¶V LQWHULRU Vpace 
and a dream-OLNH WRZQ VFHQH WKDW PD\ DOVR H[LVW RQO\ ZLWKLQ WKH QDUUDWRU¶V LPDJLQDWLRQ
&ULWLFVZKROLNH6XVDQ6HOOHUVVXJJHVWWKDWWKHUHLVDµGLYHUJHQFH¶IURPWKHFRQFHUQVRIWKH
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project of écriture féminine LQ&L[RXV¶V WKHDWUHPD\ZHOO EHSURPSWHd by the very evident 
qualitative differences between her theatre and the early texts exemplified by Dedans.37  
 
 Although in the 1970s Cixous wrote several plays which in style quite closely resemble her 
early fiction,38 in general her theatre can be characterised by its concentration on the relations 
between characters rather than on their inner lives, its presentation of clearly defined 
characters, its greater organisation and more easily definable plots, and its concern for history 
and current affairs. It has been suggested that these changes are the result of practical 
FRQFHUQV IRUZKDW LW LV SRVVLEOH WRSUHVHQWRQ VWDJH &L[RXV µ7H[W DQG7KHDWUH¶S RI
&L[RXV¶VGHVLUHWRH[SDQGWKHVFRSHRIKHUZULWLQJ39 or of a move away from the concerns of 
the project of écriture féminine (Dobson, Scene of Writing, p. 55). In this thesis, the move 
WRZDUGVWKHWKHDWUHZLOOEHOLQNHGWRDVSHFWVRI&L[RXV¶VHWKLFV 
 
Cixous believes that the theatre has a particular ethical responsibility. Poetry does always, for 
CL[RXVKDYHDQHWKLFDO IXQFWLRQDQGPXVWEHµWKHYRLFHRI WKHSHRSOH¶DW WLPHVZKHQµERWK
FLYLOLVDWLRQDQGFXOWXUH DUH IUDJPHQWLQJ IURPPLVHU\ DQGSDLQ¶40 However, she claims that 
this ethical responsibility is more pronounced in the theatre, where the poet, in addition to 
their role as a voice of defiance in times of tyranny, must speak out for political engagement 
every day. The ethics of speaking out and of calling for action will be discussed in greater 
detail in my Chapters Four and Five, where it is suggested that even when attempting to 
                                                 
37
 Susan Sellers, Hélène Cixous: Authorship, Autobiography and Love (Cambridge: Polity Press, 1996), p. 92. 
38
 I am referring here to the unperformed work La Pupille (Paris: Cahiers Renaud Barrault/ Éditions Gallimard, 
1971), the 1976 play Portrait de Dora, the opera /H1RPG¶¯GLSH&KDQWGXFRUSVLQWHUGLW(Paris: des femmes, 
1978) and to some extent /DSULVHGHO¶pFROHGH0DGKXEDw(Published with Portrait de Dora as Théâtre [Paris: 
GHVIHPPHV@(DFKKDVWKHFRPSOH[DQGSRHWLFVW\OHFKDUDFWHULVWLFRI&L[RXV¶VHDUO\ILFWLRQDQGLV
concerned with themes of sexual difference and the presentation of the unconscious.  
39
 6XVDQ6HOOHUVµ&RQYHUVDWLRQVZLWK+pOqQH&L[RXVDQGPHPEHUVRIWKH&HQWUHG¶eWXGHV)pPLQLQHV¶LQ
Writing Differences: Readings from the seminar of Hélène Cixous, ed. by Susan Sellers (Milton Keynes: Open 
University Press, 1988),pp. 141-154 (p. 153). 
40'RPLQLTXH/HFRTµ$JDLQVWWKH(PRWLRQRI+LVWRU\$Q,QWHUYLHZZLWK+pOqQH&L[RXV¶WUDQVE\-HVVLFD
Benson, in White Ink, ed. by Susan Sellers, pp. 88-95 (p. 89). 
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inspire political action, if we speak out against injustice we must precisely refuse to negotiate 
or compromise in a way that is absolutely ethical. Cixous suggests that the immediacy of the 
theatrical form may form the basis of its necessary ethical dimension.41 Her theatre is written 
in the present;42 whenever the injustice took place in reality, it is present and must be faced 
ZLWKLQWKHWKHDWUH)RU6HOOHUV WKHFRQIURQWDWLRQ WKDW LV LQKHUHQW WR WKHDWUHµUHIOHFWVEDFNRQ
our lives, affecting the way we think and act and helping us to distinguish the fine line 
EHWZHHQ³JRRGDQGHYLO´6HOOHUVAuthorship, p. 84). TheatrH¶VHWKLFDOPHVVDJHGRHVQRWRQO\
lie in this confrontation. Theatre is, Cynthia Running-Johnson points out, also a place which 
µDWOHDVWRIIHUVhope for change- a dream that is the first step toward the transformation of the 
feminine- and masculine- self DQGFRQWH[W¶43 Theatre is a material space in which alternative 
modes of being can be posited and, if imagining an alternative is the first step towards 
creating one, then theatre is potentially a very powerful ethico-political tool.  
 
The question of how the conventions of theatre can be adapted so that theatre becomes this 
powerful ethical tool is one of the chief concerns of this thesis and is considered particularly 
in my Chapter Five. To inspire the audience to work towards an alternative world, Cixous 
UHOLHVQRWRQUHDVRQDORQJWKH%UHFKWLDQPRGHOEXWLQVWHDGFODLPVWKDWµ-¶DLHQYLHPRLTXLDL
pFULW FHWWH SLqFH GH YRV ODUPHV GH YRV ULUHV¶ &L[RXV µ/¶,QFDUQDWLRQ¶ S  'LVSOD\LQJ
emotions is, Cixous suggests, normally prohibited for us,44 and it was a goal of the écriture 
féminine project that the part that emotion and affect plays in our lives be celebrated (Cixous, 
µ/DYHQXH¶S7KHDWUHEHFRPHVDVSDFHLQZKLFKZHFDQIHHOZLWKWKHFKDUDFWHUVDQGLQ
'REVRQ¶V ZRUGV µUHGLVFRYHU¶ RXU µFDSDFLW\ IRU HPSDWK\ DQG FDWKDUVLV¶ 'REVRQ Scene of 
                                                 
41
 .DWKOHHQ2¶*UDG\µ*XDUGLDQRI/DQJXDJH$Q,QWHUYLHZZLWK+pOqQH&L[RXV¶WUDQVE\(ULF3UHQRZLW]LQ
White Ink, ed. by Susan Sellers, pp. 81-88 (p. 83).  
42
 -XOLD'REVRQµ$WWKH7LPHRI:ULWLQJ7KHDWUH&L[RXV¶V$EVROXWH3UHVHQW¶Paragraph, 27 .3 (Nov. 2000), 
270-281(p. 273).  
43
 Cynthia Running--RKQVRQµ)HPLQLQH:ULWLQJDQGLWV7KHDWULFDO³2WKHU´LQ-DPHV5HGPRQGHGThemes in 
Drama: Women in Theatre (Cambridge, Cambridge University Press, 1989), 92-99 (p. 180). 
44
 +pOqQH&L[RXVµ/HOLHXGXFULPHOHOLHXGXSDUGRQ¶LQIndiade, (pp. 254-5). 
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Writing p. 53). Catharsis is a concept derived from the Greek belief that theatre could have an 
almost medicinal role. Purging themselves of the desire for violence through empathy for the 
action on stage, the audience leaves the theatre better able to live in an ethical way as they 
resume their normal lives.45 &L[RXV¶V FDWKDUWLF WKHDWUH LV WKHQ DQ RXWOHW IRU H[FHVVLYH
emotion which is at the same time and necessarily also a call for us to act well. 
 
The ThpkWUHGX6ROHLODQG&L[RXV¶V7KHDWULFDO,QIOXHQFHV 
Cixous considers that a major difference between writing for theatre and writing fiction is 
located in the fact that, whilst fiction writing always remains solitary, writing for theatre 
PHDQVWKDWµMHQHVXLVSDVVHXOH¶(YHQZKHQOLWHUDOO\VKHLVVLWWLQJDORQHDQGEHJLQQLQJWR
write, there is already a whole group of others who are playing a part in shaping the writing. 
&L[RXV GHVFULEHV KRZ D µZKROH FRPPXQLW\¶ RI DFWRUV GLUHFWRUV DQG SURGXFHUV PXVW FRPH 
WRJHWKHUZLWK WKHZULWHU WR FRPSOHWH WKHFUHDWLRQ &L[RXV µ7H[W DQG WKHDWUH¶ S 7KLV
FRPPXQLW\ LV VKH FODLPV µWKH UHZDUG RI ZULWLQJ IRU WKH WKHDWUH¶ ,ELG :KDW &L[RXV LV
claiming is hardly original: success that is shared brings a greater sense of fulfilment than 
success achieved alone.46 Nevertheless, the sentiment does introduce one of the ethical 
debates that will be of interest in this thesis, the question of what things we should value and 
of why our relationships with others should be important, if we consider that they are 
LPSRUWDQW&L[RXV¶VZRUNZLWKWKH7KpkWUHGX6ROHLOLVHYLGHQFHRIWKHYDOXHWKDWVKHSODFHV
on collaboration in writing for the theatre. The plays that Cixous has written for the group 
have always been commissioned (Ibid, p. 97) and are often developments of ideas that Cixous 
is given by Mnouchkine.47 The Théâtre du Soleil have thematic input into the play from the 
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 Christopher Balme, The Cambridge Introduction to Theatre Studies (Cambridge: Cambridge University Press, 
2008), pp. 72-3. 
46
 Of course the opposite statement, that we may gain more satisfaction from knowing that we have earned what 
we have ourselves, also sounds like a cliché.  
47
 +pOqQH&L[RXVµ5HFRQQDLVVDQFHGHGHWWHV¶LQLa Ville Parjure ou le réveil des Erinyes, 9-16 (p. 10). 
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very beginning and the final performed script will be the result of a long rehearsal process in 
which scenes that were unsuccessful dramatically have been changed, abridged or deleted.48  
 
The work of the Théâtre du Soleil has been praised by David Bradby as some of the most 
µH[FLWLQJDQGLQIOXHQWLDO¶WRKDYHHPHUJHGLQ)UDQFHVLQFH%UDGE\S2IILFLDOly 
IRUPHGLQDIWHU$ULDQH0QRXFKNLQH¶VUHWXUQIURPDWULSWR$VLDWKH7KpkWUHGX6ROHLO
GHYHORSHGRXWRIWKHVPDOOHUµ$VVRFLDWLRQ7KpkWUDOHGHVeWXGLDQWVGH3DULV¶49 The company 
ZDV FUHDWHG DV D µVRFLpWp FRRSHUDWLYH RXYULqUH GH SURGXFWLRQ¶ DQG WKLV commitment to 
cooperation still informs its working practices (Williams, Sourcebook, p. xvii). All of the 
members of the troupe are expected to help with the menial tasks such as cleaning that are 
necessary for the running of the theatre and all draw the same pay (Ibid., p. xvii and Bradby, 
S  $OWKRXJK $ULDQH 0QRXFKNLQH DV WKH FRPSDQ\¶V FUHDWLYH GLUHFWRU LV WKH
µDGPLQLVWUDWLYHKHDUWDQGGLUHFWRURIWKHFRPSDQ\¶50 the Théâtre du Soleil generally works to 
avoid hierarchical group structures (Dobson, Scene of Writing, p. 66). In 1970 the Théâtre du 
Soleil moved permanently to The Cartoucherie, a former munitions factory located in the 
%RLVGH9LQFHQQHVIRU%UDGE\DµGLVWDQWDQGXQIDVKLRQDEOHVXEXUERI3DULV¶%UDGE\S
This site has been, accordLQJWR'DYLG:LOOLDPV LPSRUWDQWIRU WKHFRPSDQ\¶VGHYHORSPHQW
(Williams, Sourcebook S [LLL 7KH &DUWRXFKHULH¶V ODUJH VSDFH LV IOH[LEOH DQG FDQ EH
redesigned to suit the needs of each new show and several theatre companies have now 
moved into other buildings on the site, giving an atmosphere of creative community.  
 
7KH 7KpkWUH GX 6ROHLO¶V WKHDWULFDO LQIOXHQFHV DUH GLYHUVH DQG LQFOXGH VLJQLILFDQW WZHQWLHWK-
century theorists of the theatre such as Brecht, Meyerhold, Artaud and Copeau (Williams, 
                                                 
48
 Cf. Cixous, /¶,QGLDGH, pp. 209-240, where three different versions of Act II, Scene 1 are presented.  
49
 $GULDQ.LHUQDQGHUµ7KH7KpkWUHGX6ROHLO3DUW2QHD%ULHI+LVWRU\RIWKH&RPSDQ\¶New Theatre 
Quarterly, 2.7 (1986), 195-203 (p. 195). 
50
 Ann-0DULH3LFDUGµ/¶,QGLDGH$ULDQH¶VDQG+pOqQH¶V&RQMXJDWHGUHDPV¶Modern Drama, 32.1 (1989), 24-38  
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Sourcebook, p. xi). Although these thinkers have diverse approaches to the theatre, they have 
in common a revalorisation of popular theatre forms such as puppet theatre, a rejection of the 
nineteenth-century naturalistic theatre style that aimed to portray well-rounded characters 
ZLWK EHOLHYDEOH SV\FKRORJLFDO PRWLYDWLRQ LQ UHDOLVWLF VLWXDWLRQV DQG D EHOLHI LQ WKHDWUH¶V
capacity to be an engine for social and political change which, it was suggested above, is 
related to the belief that theatre has an ethical function. The Théâtre du Soleil shares these 
concerns and engages actively in the related search for a new theatrical language which 
would be an adequate medium for social change and would also be specifically of the theatre, 
not an attempt to mimic the gestural and spoken or written language of the everyday (Bradby, 
Modern French Drama, p. 194).  
 
Cixous has explicitly avoided suggestion that there is a Brechtian element to her work 
&L[RXV µ7H[W DQG WKHDWUH¶ S  %UHFKW FUHDWHG D WKHDWUH ZKLFK DLPHG WR EH µHSLF¶
impressive, and capable of arousing a desire for political action in the audience through the 
representation of history. In Brechtian theatre, this is to be achieved in part through 
Verfremdungseffekte, whereby the audience is made aware of the artificiality of the theatrical 
scene and the distance that exists between the actor and the character being played. The 
purpose of these effects is to prevent the audience from unthinkingly consuming the play as 
comforting and impressive spectacle: rather they must always engage their critical faculties to 
co-produce the play, and GLVFRYHUWKHKLVWRULFDOIRUFHVWKDWDUHVKRZQWREHEHKLQGWKHSOD\¶V
HYHQWV DQG WKH FKDUDFWHU¶V DFWLRQV51 This is not to suggest that the Brechtian theatre-goer 
should not enjoy the play that they are seeing, but that their enjoyment should be of a type 
that allows for reflection.52 Cixous claims that distantiation has no place in her early vision of 
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 Cf. Bradby, pp. 98-99, and Joe Kelleher, Theatre & Politics (Basingstoke: Palgrave Macmillan, 2009), p. 60.  
52
 %UHFKWGLVFXVVHVWKHµZHDNHU¶DQGµVWURQJHU¶SOHDVXUHVWKDWWKHDWUHFDQFUHDWHLQKLVShort Organum for the 
Theatre (trans. by John Willet, in Tragedy, ed. by Drakakis and Conn Liebler, 87-105 [particularly p. 89]). 
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a feminised theatre,53 but Marie-Claire Ropars Wuilleumier has suggested that it is possible 
WR LGHQWLI\ D µVerfremdung non-EUHFKWLHQQH¶ ZLWKLQ &L[RXV¶V WKHDWUH ZKHUH WKH DXGLHQFH¶V
UHVSRQVHZRXOGEHµQLFHQ¶HVWSDVPRLQLo¶DXUDLWSXrWUHPRL¶OHDYLQJWKHDXGLHQFHZLWK
neither the comfort of knowing themselves to be distant from the scene on stage, or the 
comfort of a cathartic imaginary identification with a character.54 Whilst Cixous and 
Mnouchkine both stress that the Théâtre du Soleil actor fully becomes the character that they 
play,55 the actor becomes a uniquely theatrical being and not a naturalistic approximation of a 
person, and therefore the audience is not encouraged to relate to them in exactly the way that 
%UHFKWZDV FULWLFLVLQJ &L[RXV¶VKLVWRULHV DUH HSLF LQ VFDOH VSDQQLQJ ORQJ WLPH-periods and 
involving a large number of actors. Nevertheless, as will be demonstrated, they are works in 
which the personal and the political are inseparable and where history is not reduced to either 
the play of abstract forces or the actions of great men. 
 
7KH7KpkWUHGX6ROHLO¶VDWWLWXGH WRZards the actor owes more to the legacies of Meyerhold 
and Copeau than it does to that of Brecht. Both Meyerhold and Copeau placed the actor at the 
centre of their theories of the theatre.56 Cixous has a similar respect for the position of the 
actor, as she LQGLFDWHV LQ µ'H OD VFqQH GH O¶,QFRQVFLHQW j OD VFqQH GH O¶+LVWRLUH¶ %UDGE\
FRQWHQGV WKDW WREH D )UHQFK WKHDWUH DFWRU LQ WKHV DW WKHKHLJKWRI ZKDWKH FDOOV µWKH
³DEVXUGLVW´YRJXH¶ZDVDGLVKHDUWHQLQJH[SHULHQFHWKHWKLQNLQJRQWKHDWUHDWWKHWLPe meant 
WKDWµWKHSHUVRQDOUHVSRQVLELOLW\RIWKHDFWRUZDVVHYHUHO\UHGXFHGDQGKHRIWHQIHOWQRPRUH
WKDQ D SXSSHW PRYHG E\ WKH LQVFUXWDEOH IRUFHV RI DXWKRU DQG GLUHFWRU¶ %UDGE\ S 
0H\HUKROGKDVDOVREHHQFKDUJHGZLWKUHGXFLQJWKHDFWRU¶VVWDWXVWo that of a puppet (Milling 
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 +pOqQH&L[RXVµ$OOHUjODPHU¶WUDQs. by Barbara Kerslake, Modern Drama, 27.4 (1984), 546-548 (p. 547). 
54
 Marie-&ODLUH5RSDUV:XLOOHXPLHUµ8QHVerfremdung QRQEUHFKWLHQQH¶LQ&URLVpHVG¶XQ°XYUH, ed. by 
Mireille Calle-Gruber, 447-451 (p. 449). 
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 &I+pOqQH&L[RXVµ4XLHV-WX"¶LQ/¶,QGLDGH, 267-278. 7KH7KpkWUHGX6ROHLO¶VWKHRU\RIDFWLQJZLOOEH
examined in more detail below.  
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 Jane Milling and Graham Ley, Modern Theories of Performance: From Stanislavski to Boal (Basingstoke: 
Palgrave, 2001), p. 58. 
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DQG/H\S:LWKLQ0H\HUKROG¶VWKRXJKWKRZHYHUWKHSXSSHWLVUHFODLPHGDVDSRVLWLYH
ILJXUH QHFHVVDULO\ RXWVLGH RI WKH GHPDQGV RI µQDWXUDOLVWLF¶ UHSUHVHQWDWLRQ H[SUHVVLQJ RQO\
through the body (Ibid). This use of the body as an expressive tool is one significant aspect of 
0H\HUKROG¶VSUDFWLFHWKDWLVDOVRWREHIRXQGLQWKHZRUNRIWKH7KpkWUHGX6ROHLODOORIWKH
6ROHLO¶V DFWRUV UHFHLYH H[WHQVLYH WUDLQLQJ LQ GDQFH DQG PLPH DQG Tambours sur la digue, 
ZKLFKLVDSOD\µVRXVIRUPHGHSLqFHDQFLHQQHSRXUPDULRQQHWWHVMRXpHSDUGHVDFWHXUV¶LVD
playful nod to the importance of the figure of the puppet in their conception of theatre.  
 
&RSHDXFRQVLGHUHGDFWLQJWREHDµYRFDWLRQ¶VLPLODUWRDUHOLJLRXVYRFDWLRQDQGWKHUHZDVD
SURQRXQFHGµPRUDODQGUHOLJLRXVDJHQGD¶LQDOORIKLVZRUN0LOOLQJDQG/H\SS-9). The 
influence of this attitude can be seen in the work of the Théâtre du Soleil, although it is 
SUREDEO\PRUHDFFXUDWHWRWHUPWKHLUDSSURDFKVSLULWXDOWKDQUHOLJLRXV1HYHUWKHOHVV&L[RXV¶V
account of the ways in which actors can be transformed into their characters relies, as Picard 
suggests, on a celebration of self-sacrifice that is consistently couched in religious terms, is 
VHHQDV D W\SHRI VDLQWOLQHVV 3LFDUG µ&RQMXJDWH'UHDPV¶ S 7KHPRWLIVRI VDLQWOLQHVV
and self-sacrifice and their relationship to ethics are of interest and will be considered in 
detail in my discussion of Indiade.  
 
The Importance of Asia 
$UWDXG¶VLQWHUHVWLQ$VLDQWKHDWUHIRUPVLVUHIOHFWHGLQWKHSUDFWLFHVRIWKH7KpkWUHGX6ROHLO
This is evident even in their choice of dramatic settings: of the four plays that will be 
discussed in this study, three are set in real or imagined Asian countries. Many of the Théâtre 
GX6ROHLO¶VDFWRUVKDYHKDGH[WHQVLYH WUDLQLQJ LQ$VLDQ WKHDWUH IRUPVDQGERWK0QRXFKNLQH
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and Cixous make reference to how these traditions inform their understanding of drama.57 
The Théâtre du Soleil, following Artaud, hope that an expressive bodily language that is 
specific to the theatre can be found through highly stylized Asian theatrical forms. 
 
Cixous and Mnouchkine have been criticised for the ways in which they, as Westerners,58 
portray the Orient. Julia Dobson, for instance, is wary of the representations of India and 
&DPERGLDZKLFKµHPSOR\PDQ\RIWKHVWUXFWXUHVRI2ULHQWDOLVWGLVFRXUVH¶'REVRQScene of 
Writing, pp. 101- 7KH WHUP µ2ULHQW¶ KDV MXVW EHHQ XVHG KHUH WR UHIHU WR many different 
FRXQWULHVDQGFXOWXUHVDQGLQGHHGWKHVXJJHVWLRQWKDWWKHUHLVDVLQJOHKRPRJHQRXVµ2ULHQW¶
which includes anywhere that is not Western Europe and North America is one of the tropes 
RI2ULHQWDOLVP,Q(GZDUG6DLG¶VVWXG\RI2ULHQWDOLVPKH is, he tells us, principally concerned 
with the countries tellingly known as the near or middle East.59 However, the term Orient has 
often been used in English to refer specifically to the countries of South-East Asia. In 
Norodom and Indiade, Cixous and Mnouchkine do not suggest that the entire Orient has a 
single identity which they can portray: they are specifically describing Cambodia and India.  
 
Yet a concern for the way in which their position as Westerners affects Cixous and 
Mnouchkine¶VSUHVHQWDWLRQRI&DPERGLDFDQSHUKDSVEHMXVWLILHG6DLGKDVGHVFULEHGKRZWKH
Orient plays a decisive part in structuring the way that the Occident is able to think about 
itself (Said, Orientalism S  DQG KH DUJXHV WKDW WKHUHIRUH µIRU D (XURSHDQ RU American 
studying the Orient there can be no disclaiming the main circumstances of his actuality: that 
                                                 
57
 Cf. Béatrice Picon-Vallin, LQWHUYLHZRI$ULDQH0QRXFKNLQHDQG+pOqQH&L[RXVµ/¶2ULHQWDX7KpkWUHGX
6ROHLOOHSD\VLPDJLQDLUHOHVVRXUFHVFRQFUqWHVOHWUDYDLORULJLQDO¶http://www.theatre-du-
soleil.fr/thsol/sources-orientales/des-traditions-orientales-a-la/l-influence-de-l-orient-au-theatre/l-orient-au-
theatre-du-soleil-le?lang=fr> [accessed 09/08/2012]. 
58
 Although Cixous was born in Algeria, her mother was German and her father French. She has written about 
her anguish at her inability to find acceptance in her country of birth, a problem compounded by the anti-
Semitism that meant that she was not fully accepted into the French community in Algeria either (cf. Hélène 
Cixous, Les rêveries de la femme sauvage [Paris: Galilée, 2000]). 
59
 Edward W. Said, Orientalism (Harmondsworth: Penguin, 1991), p. 17. 
29 
 
KH FRPHV XS DJDLQVW WKH 2ULHQW DV D (XURSHDQ RU $PHULFDQ ILUVW DV DQ LQGLYLGXDO VHFRQG¶
(Said, Orientalism, p. 11). The ways that Cixous and Mnouchkine are able to consider and so 
write about the Orient will be coloured by the fact that they are European. Said argues that 
DXWKRUVDUHQRW µPHFKDQLFDOO\GHWHUPLQHG¶E\ WKHLUFLUFXPVWDQFHVDOWKRXJKWKH\DUHµLQ WKH
KLVWRU\ RI WKHLU VRFLHWLHV¶ DQG DUH µVKDSHG E\ WKDW KLVWRU\¶60 Thus it would seem that, for 
Said, whilst it is not possible to deny that being European influences how Cixous and 
Mnouchkine understand and portray Asia, it is also not the case that they must therefore react 
to Asia in an easily predictable way. 
 
7KHUHVWLOOUHPDLQVDTXHVWLRQRIKRZWKHSOD\UHIOHFWVLWVDXWKRU¶VSRVLWLRQDV(XURSHDQRULV
marked by the historical power relations between the culture of its author and the culture that 
LWSRUWUD\V ,IDV+RPL.%KDEKDDUJXHV µWKHpoint of intervention [in colonial discourse] 
should shift from the ready recognition of images as positive or negative, to an understanding 
of the processes of subjectification made possible (and plausible) through stereotypical 
GLVFRXUVH¶61 then it appears that it is not useful either to praise the plays for presenting Asia 
as generally better than Europe, since such a presentation would simply be reverse 
ethnocentrism, or to criticise Cixous for her presentation of Cambodia and India as feudal and 
poetic lands. It remains important to consider how Asia is represented, but the goal of this 
consideration is not to classify the representation as simply good or bad, but to consider the 
extent to which the play favours or resists the subjectification of the Orient, and how far the 
author has been sensitive to the difficulties of writing about Asia as a European. 
 
In an interview with Sellers in which she describes her struggle to write on the most horrific 
SDUWVRIKLVWRU\&L[RXVFODLPVWKDW WKHTXHVWLRQRIµKow can we talk about it? Can we talk 
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 Edward W. Said, Culture and Imperialism (London: Vintage, 1994), p. xxiv. 
61
 Homi K. Bhabha, The Location of Culture (London: Routledge, 1994), p. 67. 
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DERXWLW":KRKDVWKHULJKWWRWDONDERXWLW":KDWIRUPPXVWRXUWDONLQJDERXWLWWDNH"¶LVµD
TXHVWLRQZKLFKKDVKDXQWHGPH¶6HOOHUVWriting Differences, p. 152). Cixous does not write 
naïvely and her writing on Cambodia comes at the end of a process of reflection on the 
SRWHQWLDO DQG OLPLWV RI ZULWLQJ ,Q DVNLQJ µ:KR KDV WKH ULJKW WR WDON DERXW LW"¶ &L[RXV
demonstrates that she is very much aware that her position and background have a profound 
impact on her writing, that the way that her play will be positioned within a discourse is 
absolutely inseparable from her own circumstances. Ultimately, she decides that it is possible 
IRUKHUWRZULWHRQDIRUHLJQKRUURUHYHQLIVKHPD\RQO\GRVRE\µLQVFULELQJWKHTXHVWLRQ 
VLJQLI\LQJRXULPSRWHQFHRXUREOLJDWLRQRXUPHPRU\RIZKDWLVKDSSHQLQJ¶6HOOHUVWriting 
DifferencesS7KLVVHQVHRIDQµREOLJDWLRQ¶WRZULWHRQWUDXPDQRWWRLJQRUHLWVLPSO\
because we cannot fully grasp it, is deeply felt by Cixous.  
 
Such DQREOLJDWLRQPD\EHLPSOLHGLQ*D\DWUL6SLYDN¶VGHFODUDWLRQWKDWIDFHGZLWKµWKH³WUXH´
VXEDOWHUQ JURXS ZKRVH LGHQWLW\ LV LWV GLIIHUHQFH¶ LW LV QRW DQ DGHTXDWH UHVSRQVH IRU WKH
LQWHOOHFWXDO WRGHFODUH WKLVJURXSµXQUHSUHVHQWDEOH¶DQGDEOH WR µNQRZDQGVSHDN LWVHOI¶)RU
6SLYDNµWKHLQWHOOHFWXDO¶VVROXWLRQLVQRWWRDEVWDLQIURPUHSUHVHQWDWLRQ¶62 Similarly, Said has 
DUJXHGWKDWWRFODLPWKDWµRQO\IRUPHUO\FRORQLDOVXEMHFWVFDQXQGHUVWDQGFRORQLDOH[SHULHQFH¶
is dangerously anti-intellectual and may ultimDWHO\ µDEVROYH DQG IRUJLYH LJQRUDQFH DQG
GHPDJRJ\¶RQWKHSDUWRIWKH:HVW6DLGCulture and ImperialismS,Q6DLG¶VYLHZLW
is not only the West that stands to gain from its attempts to portray the East, but potentially 
also the Orient. He claims WKDW µLW LV RIWHQ WKH FDVH WKDW \RX FDQ EH NQRZQ E\ RWKHUV LQ
different ways than you know yourself, and that valuable insights might be generated 
DFFRUGLQJO\¶63 If the East has first been allowed to portray itself, and if the Occident is not 
                                                 
62
 *D\DWUL&KDNUDYRUW\6SLYDNµ&DQWKHVXEDOWHUQVSHDN"¶LQMarxism and the Interpretation of Culture, ed. by 
Cary Nelson and Lawrence Grossberg (Basingstoke: Macmillan Education, 1988), 271-315 (p. 285).  
63
 (GZDUG:6DLGµ2ULHQWDOLVP5HFRQVLGHUHG¶LQReflections on Exile and Other Essays (Cambridge 
Massachusetts: Harvard University Press, 2002), 198-215 (p. 206). 
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taken to be the single definitive authority on the Orient, then some value may be gained from 
ZHVWHUQDFFRXQWVRIWKH(DVW6DLGµ2ULHQWDOLVP5HYLVLWHG¶S:KDWLVVXJJHVWHGKHUH
is that it is important to attempt to portray the Orient, but that great care should be taken in 
such portrayals. Cixous is aware of the responsibility of this representation, and states that 
µRQHWKLQJZHZKRKDYHHVFDSHGWKHFDPSVFDQGRLVWRPDNHWKHHIIRUWWRWXUQRXUWKRXJKWV
towards those who are in captivity. The other thing is to try to find a language that 
FRUUHVSRQGV WR WKH UHDOLW\ RI WKH FDPSV¶ 6HOOHUV Writing Differences, p. 152), where the 
refugee camps in Cambodia become also the death camps of the Holocaust, signs of terrible 
historical suffering. Writing on trauma is an act of compassion that is possible for a writer, 
but only carefully, in a certain language. Cixous is not, in the way that Said criticises, 
HQFRXUDJLQJµWKHWUXLVPWKDWLIWKH2ULHQWFRXOGUHSUHVHQWLWVHOILWZRXOGVLQFHLWFDQQRWWKH
representation does the job, for the West, and faute de mieux IRU WKH SRRU 2ULHQW¶ 6DLG
Orientalism, p. 21) but rather writing as an attempt at understanding and love.  
 
Collective Theatre 
&L[RXVGHVFULEHVKRZZRUNLQJZLWKWKH7KpkWUHGX6ROHLOGLFWDWHVµFHUWDLQFKDUDFWHULVWLFV¶RI
µWKHHFRQRP\RI WKHSOD\¶ &L[RXV µ7H[WDQG WKHDWUH¶S&L[RXV LVZULWLQJIRUD ODUJH
JURXSRIDFWRUVDQGKHUSOD\PXVWSURYLGHWKHPZLWKDQXPEHURILQWHUHVWLQJSDUWV&L[RXV¶V
embrace of the collective nature of theatre is not a happy accident resulting from 
collaboration with the Théâtre du Soleil but is rather fundamental to her dramatic aesthetics. 
6KH KDV GHVFULEHG WKH WKHDWUH DV µOH SDODLV G¶DXWUXL¶ 7KH ZRUG µSDODLV¶ LQGLFDWHV WKH
importance and value of the other both for CixRXV¶VWKRXJKWJHQHUDOO\DQGIRUKHUFRQFHSWLRQ
of the theatre. 7KHDWUHLVDSODFHZKLFKOLYHVIURPWKHµGpVLUGHO¶DXWUHGHWRXVOHVDXWUHV(W
du désir du désir des autres GXSXEOLFGHVFRPpGLHQV¶&L[RXVµ/¶,QFDUQDWLRQ¶SThe 
actors and the playwright need the public to desire them and their work; the needs of the 
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other are fundamental to the creation of theatre. It is not just the creation of theatre but also 
its consumption that is a collective experience and necessitates interaction with the other, for 
the audience cannot have a theatrical experience alone. Both the audience and the actors give 
life to the theatre.  
 
&L[RXV FODLPV WKDW WR ZULWH IRU WKLV SDODFH RI WKH RWKHU µLO IDXW SDUYHQLU j FHW pWDW GH
« démoïsation », cet état de sans-moi, de dépossession du moi, qui va rendre possible la 
possession GH O¶DXWHXU SDU OHV SHUVRQQDJHV¶ &L[RXV µ'H OD VFqQH¶ S  Démoïsation 
means giving up ownership of the self, allowing the other to possess the author. According to 
'HUULGD¶VUHDGLQJRILévinas, a properly ethical relationship between a subject and an other 
ZRXOG UHTXLUH D VXEMHFW WR JLYH WKH RWKHU D ZHOFRPH WKDW ZDV µGpPHVXUpH¶'HUULGD WKH
VXEMHFWZRXOGKDYHWRµrecevoir G¶$XWUXLDX-GHOjGHODFDSDFLWpGX0RL¶/pYLQDVTXRWHGE\
Derrida.64 7KLVHWKLFDOZHOFRPHRIµ$XWUXL¶LVDOVRGDQJHURXVDQGLPSRVVLEOHVLQFHWDNHQWR
its absolute conclusion, it means giving over to the other all of those resources that allow you 
to welcome them, or even to exist (cf. Still, Hospitality, p. 9). For this reason there is always 
a third present in any relationship with an other subject, a third who brings the possibility of 
justice and makes it possible to avoid the violence of the destruction of one by the other 
(Derrida, Adieu, p. 63).65 7KHµSRVVHVVLRQ¶DQGµGpSRVVHVVLRQ¶WKDW&L[RXVUHIHUUHGWRLQKHU
GHVFULSWLRQRIZULWLQJIRUWKHWKHDWUHDOVREULQJWRPLQG&L[RXV¶VFULWLFLVPRIWKHµO¶HPSLUHGX
SURSUH¶ DQG WKH DSSURSULDWLRQ WKDW LV DVVRFLDWHG ZLWK D PDVFXOLQH HFRQRP\ &I &L[RXV
µ6RUWLHV¶S$V:DUG-RXYHVXJJHVWVWKHDWUHLVµVHOIOHVVQHVVLQFDUQDWH¶DQGFDQRQO\EH
achieved through a loss of self on the part of the author and the actors.66 In order to achieve 
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 Jacques Derrida, Adieu à Emmanuel Lévinas (Paris: Galilée, 1997), p. 55. 
65
 The implications for the subject of attempts to behave ethically are considered in my third chapter, and the 
question of justice in my third.  
66
 1LFROH:DUG-RXYHµ+pOqQH&L[RXV)URP,QQHU7KHDWUHWR:RUOG7KHDWUH¶LQThe Body and the Text: 
Hélène Cixous, reading and teaching, ed. by Helen Wilcox (et al) (New York: Harvester Wheatsheaf, 1990) p. 
44. 
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WKLVVHOIOHVVQHVV&L[RXVWHOOVXVµM¶DLGpFULUHTXHOTXHVWH[WHVSRXURUGRQQHUOHV chambres et 
DSDLVHUOHPRL8QHIRLVODSDL[REWHQXHGDQVO¶°XYUHFRPPHGDQVODYLHRQSHXWHVSpUHUTXH
OHPRLYDIDLUHVLOHQFHODLVVHUOHWHUUDLQDXPRQGH¶&L[RXVµ/¶,QFDUQDWLRQ¶SCixous 
draws a distinction between her fiction, characterised as an exploration of self, and the 
theatre, which is driven by characters and in which self-discovery is emphatically not a 
concern (Cixous, La Ville parjure, p. 215). The writing of the self is a necessary precursor to 
writing on the other and has particular value because it permits this later other-writing. In 
&L[RXV¶VZULWLQJDV:DUG-RXYHFODLPVµSULYDWHOHDGVWRSXEOLF,QQHUWRRXWHU¶µ)URP,QQHU
7KHDWUH¶SFor Simone de Beauvoir, any self naturally generates an other of which it is 
suspicious, and which it attempts to dominate.67 IQ&L[RXV¶VXQGHUVWDQGLQJRIZULWLQJIRUWKH
theatre, by contrast, if there is a hierarchy between self and other, then it is other that is the 
SULYLOHJHG WHUP $OWKRXJK &L[RXV¶V WKHDWUH PD\ IRU VRPH FULWLFV KDYH µall the marks of 
&L[RXV¶VSRHWU\¶68 it is the result of a conscious effort to efface her own writing voice.  
 
Theatre and History 
)RU 0DUD 1HJUyQ 0DUUHUR WKH NH\ TXHVWLRQ DGGUHVVHG E\ &L[RXV¶V WKHDWUH LV WKDW RI
µFRPPHQW OD SRpVLH SHXW-elle caresser tendrHPHQW O¶+LVWRLUH¶69 As has already been 
suggested, the desires to write history, and to write history in a particularly poetic way, are 
ethical desires related to our obligations towards the dead. Theatre is a space in which, for 
&L[RXVKLVWRU\KDVµVDILJXUHKXPDLQH¶GHVWLQ\&L[RXVµ'HODVFqQH¶S'HVWLQ\FRPHV
to mean a history that is not abstract and it is only within the theatre that, she claims, it still 
makes any sense to discuss it. Actors follow a script that has been laid out for them towards 
an end that they know is coming. The same may be said of self-conscious modes of fiction, 
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 Simone de Beauvoir, Le deuxième sexe I: Les faits et les mythes (Paris: Éditions Gallimard, 1986), p. 16.  
68
 Verena Andermatt Conley, Hélène Cixous (Toronto: University of Toronto Press, 1992), p. 100. 
69
 0DUD1HJUyQ0DUUHURµ&RPPHQWIDLUHSRXUpFULUHO¶KLVWRLUHSRpWLTXHPHQWRXFRPPHQWIDLUHSRXUQHSDV
RXEOLHU¶LQ&KHPLQVG¶XQHpFULWXUH, ed. by Françoise von Rossum-Guyon and Myriam Diaz-Diocaretz, pp. 25-
212 (p. 205). 
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EXWWRHTXDWH&L[RXV¶VWKHDWUHZLWKVXFKDILFWLRQZRXOGEHWRLJQRUHWKHYLWDOLPSRUWDQFHRI
WKH DFWRU¶V ERG\ DQG WKH FRPPXQDO H[SHULHQFH RI EHLQJ LQ DQ DXGLHQFH70 History in the 
WKHDWUHFDQEHSUHVHQWHGDVµFRPEDWG¶kPHVGHGpVLUVGHFRUSVHWGHVDQJ¶1HJUyQ0DUUHUR
p. 210); in theatre where history is channelled through the bodies of the actor, the political 
may be allowed to become physical and personal. Echoes can be heard here of the concerns 
of écriture féminine DQG LQGHHG LQ µ/D 5LUH GH OD 0pGXVH¶ &L[RXV FDOOHG H[SOLFLWO\ IRU D
history that would be feminine and combine the personal with the political and the national 
&L[RXVµ/H5LUH¶S:LWKRXWGHQ\LQJWKDWKLstory is constantly present as a motivating 
RUEDFNJURXQGHOHPHQWLQDOORIKHUZRUNV&I&L[RXVµ*XDUGLDQRIODQJXDJH¶S&L[RXV
claims that it is in the theatre that she has found the most appropriate medium for dealing 
explicitly with history.  
 
Outline of Chapters Two to Five 
My Chapter TZRH[DPLQHV&L[RXV¶VSUHVHQWDWLRQRIWKH86$6LKDQRXNDQGWKHPRQDUFKLVWV
and the Khmers Rouges, the different groups that compete for power in Norodom¶V
Cambodia. The discussion begins by asking how it is possible to present the foreign, and 
particularly foreign historical tragedies, in an ethically positive way and then, looking at the 
DFWLRQVRIWKHGLIIHUHQWJURXSVSUHVHQWHGDVZHOODVSOD\¶VSRUWUD\DORIWKHLUPRWLYDWLRQVP\
chapter will ask how it is possible to use power ethically.  
 
Chapter Three looks at the question of identity in Indiade. It will look at the problems of 
forging a new national identity and particularly the question of inclusion and exclusion, 
which will be shown to have important ethical ramifications. It will then look at questions of 
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 That being part of a large audience can be a unique and thrilling experience is one of the tenets of 
0H\HUKROG¶VWKHDWUHWKHRU\0LOOLQJDQG/H\S 
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love, grace, innocence, and responsibility which are raised by the presentation of the saintlike 
DVSHFWRI*DQGKL¶VLGHQWLW\LQWKHSOD\ 
 
In Chapter Four, the concern is the question of justice in Ville parjure. The chapter will 
suggest that Ville parjure SRUWUD\VWKUHHGLIIHUHQWPRGHOVRIMXVWLFHRQHUHODWHGWRWKHSOD\¶V
ville, one championed by the Erinyes, and a final one hoped for by the Mother at the centre of 
the play. The chapter will analyse each of these models of justice and the ethical questions 
that they raise in turn. 
 
Chapter Five contends that Tambours uses and adapts the conventions of tragedy. It looks at 
WKHSOD\¶VSUHVHQWDWLRQVRIVXIIHULQJRIWKHILJXUHRIWKHWUDJLFKHURDQGWKHLdea of the divine 
SODQDQGDVNVZKDWWKHVHUHYHDODERXW&L[RXV¶VHWKLFV8QGHUO\LQJWKLVGLVFXVVLRQRIWUDJHG\
in Tambours is the issue of how it is possible to represent ethical issues in fiction. 
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Chapter Two: The Use of Power in /¶+LVWRLUHWHUULEOH mais inachevée de 
Norodom Sihanouk, roi du Cambodge (1985) 
 
/¶+LVWRLUH WHUULEOH PDLV LQDFKHYpH GH 1RURGRP 6LKDQRXN URL GX &DPERGJH produced in 
ZDV WKHILUVWRI WKHSOD\V WRHPHUJHIURP&L[RXV¶VFROODERUDWLRQZLWK WKH7KpkWUHGX
Soleil. It describes a twenty-four year period of Cambodian history, beginning with the 
abdication of the King Norodom Sihanouk and his election as president and ending with the 
Vietnamese invasion of Cambodia in 1979. The play tells of the coup that established a pro-
AmericDQUHSXEOLFLQ&DPERGLDLQSODFHRI6LKDQRXN¶VPRQDUFK\RIWKHFLYLOZDUIROORZLQJ
which this republican government was replaced by the Khmer Rouge, and finally of some of 
the horror suffered by the Cambodian people under the Government of Democratic 
KampXFKHD7KLVWXPXOWXRXVSHULRGLQ&DPERGLD¶VKLVWRU\LVDSSURDFKHGWKURXJKDQDFFRXQW
of the personal history of Norodom Sihanouk, King of Cambodia. There is a concentration on 
the internal politics of Cambodia and an implicit invitation to compare monarchy, 
republicanism and communism. The impact of a colonial history and of American 
involvement in South-East Asia is explored.  
 
In Chapter One it was argued that Cixous and the Théâtre du Soleil took great care in their 
representation of the Orient, and that this careful representation was a response to obligations 
not to ignore global tragedies, and not to repeat discourses that allowed the colonisation of 
Asia. This chapter begins by looking specifically at the presentation of Cambodia in 
Norodom, asking whether the play is successful in living up to these obligations. The search 
for power is at the heart of this play, and this chapter considers in turn the different groups 
that compete for power: the West, the monarchy, and the Khmer Rouge. It looks at what 
motivates these groups to gain power, and how they use any power that they gain, and asks 
whether they can be said to have acted ethically. 
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The Representation of Cambodia 
7KH 7KpkWUH GX 6ROHLO DV 0RUDJ 6KLDFK SRLQWV RXW WRRN µJUHDW FDUH¶ LQ WKHLU 
presentation of Asia (Shiach, Politics of Writing, p. 135). Adrian Kiernander describes the 
way in which Asia was brought into the whole of the theatre space and was not confined to 
the stage .LHUQDQGHU µ7KH 2ULHQW¶ S . He claims that this spatial overflow of Asia, 
coupled with the length of the plays, has the effect of normalizing Asia: it is the Westerners 
that appear out of placH .LHUQDQGHU µ7KH 2ULHQW¶ SS -6). Julia Dobson refutes this, 
DUJXLQJWKDWWKHSURGXFWLRQµIDLOVWRDYRLGWKHSUHVHQWDWLRQRIWKH2ULHQWDVVSHFWDFOHVLPSO\
E\ H[WHQGLQJ LWV ERXQGDULHV¶ 'REVRQ Scene of Writing, p. 102). Extension of Asia is still 
always confined to the Cartoucherie, and however long the performance may last, the 
audience is unlikely to have forgotten that they are witnessing a piece of drama and that they 
are in France. Dobson therefore seems quite justified in characterising the theatrical 
expansion of Asia alone as an inadequate response to the concern that East may be presented 
as spectacle, as subject other.  
 
Yet it seems that both Dobson and Kiernander have overlooked certain key elements of this 
VWDJLQJ VWUDWHJ\ :DLWLQJ IRU WKH SHUIRUPDQFH WR VWDUW WKH &DUWRXFKHULH¶V DXGLHQFH ZHUH
certainly invited to mingle in a lobby and bar area that resembled the compan\¶V RQ-stage 
evocation of Asia (Dobson, Scene of Writing, p. 81). They were also welcome to look into the 
dressing rooms as the actors were applying their makeup. In this way, the audience was made 
a participant in the ritual preparation for the show.71 The audience is reminded that it is 
VXUURXQGHGQRWE\DQµDXWKHQWLF¶$VLDEXWE\DUWLILFH7KHRYHUIORZRI WKHVHWWLQJKDVGRQH
OLWWOHWRQRUPDOL]HRUEULQJUHDOLW\WRWKHSOD\¶VSUHVHQWDWLRQRI$VLDEXWKDVUDWKHUKLJKOLJKWHG
                                                 
71
 &I.LHUQDQGHUµ5RDGWR&DPERGLD¶S$OVR7LPRWK\6FKHLH¶VGHVFULSWLRQRIWKHVDPHLQ/¶,QGLDGHin 
7LPRWK\6FKHLHµBody trouble: corporeal "presence" and performative identity in Cixous's and Mnouchkine's 
L'Indiade ou l'Inde de leurs rêves¶Theatre Journal, 46 (Spring 1994), 31-44. 
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the potential theatricality of off-stage experience. Appropriately, when discussing the 
importance of Asia in her theatre, Cixous refers most often to the eastern theatrical tradition: 
the Asia that she draws upon is already one of drama and performance.72 In her discussion of 
the writing of Indiade&L[RXVWHOOVXVWKDWVKHKDVZULWWHQDµWUDFH¶RI,QGLDDSOD\LQVSLUHG
by the country; she makes no claim to capture an entire India (Cixous, Indiade, p. 16). The 
audience is brought into an Asia that is self-consciously unreal, in KiernandeU¶V ZRUGV µD
UHSUHVHQWDWLRQ RI $VLD DQG QRW WKH UHDO WKLQJ DQG D ZHVWHUQ UHSUHVHQWDWLRQ DW WKDW¶
.LHUQDQGHU µ7KH2ULHQW¶SS-190). The scene that Cixous and Mnouchkine present is 
the consequence of a going-towards Asia that accepts that there may nRWEH DQ µDXWKHQWLF¶
East to reach and that if there were, they could never hope to capture it in a Parisian theatre.  
 
2011 saw a new production of Norodom, which featured young actors from the École des 
Arts Phare Ponleu Selpak. The school has its origins as a series of workshops for the 
residents of the Site 2 refugee camp on the Thai border, not far from the place where Mme 
Lamné finally leaves the fictional Cambodia of Norodom. Now situated in Anchanh village, 
close to Battambang, the school still aims WRµIDYRULVHUO¶H[SUHVVLRQGHVHQIDQWVQRWDPPHQWj
WUDYHUV O¶DUW DILQ GH GpSDVVHU OHV WUDXPDWLVPHV GH OD JXHUUH HW GH OD YLH HQ FDPSV¶73 The 
actors of the 2011 production of Norodom DUH µOHV GHVFHQGDQWV GHV YLFWLPHV GHV .KPHUV
URXJHV¶ Dossier pédagogique, p. 5) still living with the consequences of the awful events 
described in the play. 7KHJURXSSHUIRUPHGDVKRUWHQHGYHUVLRQRI&L[RXV¶VRULJLQDOVFULSW
translated into Cambodian. The project of the new production of Norodom began in 2007 and 
was the iGHDRI$VKOH\7KRPSVRQZKRP&L[RXVGHVFULEHVDVDµOLQJXLVWHDQWKURSRORJXH¶ 
 
                                                 
72
 &IIRUH[DPSOH&L[RXV¶VUHIHUHQFHVWR1{WKHDWUHPDVWHU=HDPLLQµ/¶,QFDUQDWLRQ¶LQIndiade, pp. p. 260. 
73
 µ/¶eFROHGHV$UWV3KDUH3RQOHX6HOSDN¶DUWLFOHLQWKHdossier pédagogique made available by the Théâtre des 
Célestins to accompany the 2011 production of Norodom, < http://www.sensinterdits.org/index.php/Menu-
thematique/Sens-Interdits-2011/Les-spectacles/L-Histoire-terrible-mais-inachevee-de-Norodom-Sihanouk-roi-
du-Cambodge> [accessed 20 April 2012] (p. 10). 
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Whereas, according to the 2011 programme notes, the 1985 production of Norodom in 
)UHQFKDQGE\)UHQFKDFWRUVJDYHµXQUHJDUGVWULFWHPHQWRFFLGHQWDO¶RQ&DPERGLDQKLVWRU\
the 2011 production will allow a « retour aux sources » for the story (Dossier pédagogique, p. 
DQGWKH&DPERGLDQSHRSOHZLOOEHDEOHWRµUHSUHQGUHOHXUKpULWDJH>«@GHYHQLUOHVKpURV
actifs de leur destin, de se comprendre eux-PrPHV GH VH UpDGRSWHU¶ &L[RXs, Dossier 
pédagogique, p. 23).The story has been taken, not given, back and belongs to the 
Cambodians as it is now in their language. It seems simplistic to suggest that the translation 
of the play has been so decisive in altering the ownership of it. The surtitles projected above 
the play during its French performances were taken unaltered from the published text of the 
play. Not only does this suggest a high level of fidelity in the Cambodian translation to the 
original French text, but also it means that 1RURGRP¶s French-speaking audiences in 1985 
and 2011 read the same writing, even if qualitatively the two performances were very 
different. If the 1985 Norodom ZDV D µUHJDUG VWULFWHPHQW RFFLGHQWDO¶ WKHQ WKH 
performance, which retains the same plot, characterisation and references and was directed by 
members of the original cast who imposed an acting style similar to that used in the 1985 
performance,74 cannot be classed as completely oriental. If, as Said argues, the West produces 
the Orient through its discourse (Said, Orientalism, p. 22) then knowledge of an eastern 
subject that is completely outside of occidental knowledge is impossible. Therefore, the 
version of Cambodia present in the translated play - a European interpretation of Cambodia 
that is couched in Asian idiom - is valid precisely because it does not deny western influence 
nor repeat a myth of an authentic Asia.  
 
                                                 
74
 &I-HQQLIHU%LUNHWWµ7KHOLPLWVRIODQJXDJHWKHWKHDWUHRI+pOqQH&L[RXV¶LQVoices in the Air: French 
dramatists and the resources of language, ed. by John Dunkley and Bill Kirton (Glasgow: Glasgow University 
French and German Publications, 1992), pp. 171-186 (p. 181), for e.g., for an account of Sihanouk dancing a 
µMLJ¶ZKHQKLVµVFKHPHV¶JRZHOO+HGLGOLNHZLVHin the 2011 performance.  
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Considering a Cambodian identity in this way, as never outside of a West-East power 
dynamic, may be helpful in discussing CixoXV¶VFODLPVWKDW WKHSOD\DOORZVWKH&DPERGLDQ
people self-knowledge. Knowledge of a Cambodia shaped by a history of colonialism and 
ZHVWHUQ PDWHULDO GRPLQDQFH FDQ EH JDLQHG E\ WDNLQJ ZHVWHUQ NQRZOHGJH RI WKH FRXQWU\¶V
history and, through translation, rendering it inaccessible to most western audiences, except 
through surtitles. Such translation serves to highlight the partial nature of Norodom¶V 
inscription of Cambodian culture. In highlighting that the 1985 production of Norodom had 
completely failed to render the Cambodian language, a major element of Cambodian culture, 
the translation implies a whole, rich, set of traditions that it had not been possible for Cixous 
and Mnouchkine to bring to the Parisian stage. We are reminded that they could only render 
those elements of the culture accessible to them as occidental observers. Cixous and 
0QRXFKNLQH¶V&DPERGLDµFRQWDLQHGERWKWKHVWUDQJHDQGWKHIDPLOLDU¶6KLDFKPolitics 
of WritingSVKRZHGWKURXJKWKHµIDPLOLDU¶What a view of the Orient is important in the 
2FFLGHQWWKURXJKWKHµVWUDQJH¶WKDWWKLVYLVLRQLVDFRQVWUXFWWKDWGRHVQRWFRQWDLQ$VLD7KH
translation of the play ensured that the audience could not ignore the presence of the 
µVWUDQJH¶ The translation of the play, whilst not attempting to escape the importance of the 
:HVWLQWKHFUHDWLRQRIWKHFRXQWU\LVDFHOHEUDWLRQRI&DPERGLD¶VGLIIHUHQFHDUHIXVDORIWKH
idea that the Orient may be simply dissected and understood by Europeans.  
 
The Presentation of the West 
The play deals critically with American foreign policy in South-East Asia as it affected 
Cambodia. Between March 1969 and May 1970, American forces ran an operation 
FRGHQDPHGµ2SHUDWLRQ0HQX¶LQZKLFKWRQQHVRIERPEVZHUHGURSSHGLQ&DPERGLD
in an HIIRUWWRGLVUXSWVXSSO\OLQHVWRWKH3HRSOH¶V$UP\RI9LHWQDPDQGWRGHVWUR\DµPDVVLYH
&RPPXQLVWKHDGTXDUWHUV¶WKDW WKH86$UP\²correctly, as it was later revealed²believed 
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to be hidden in the area.75 Cixous presents this operation through reports of the consequences 
for the Cambodian people and in two dramatic scenes that show the U.S. policy-making 
process.  
 
&L[RXV KDV GHVFULEHG KRZ IRU 0QRXFKNLQH WKH µ.LVVLQJHU VFHQH¶ UHPDLQV µWKH VWDLQ RI
Sihanouk WKH VFHQH ZKLFK IDLOHG¶ &L[RXV VXJJHVWV WKDW WKH failure of the scene could be 
DWWULEXWHGWRKHULQDELOLW\µWRIHHOV\PSDWK\RUDQWLSDWK\IRUWKH$PHULFDQVRU.LVVLQJHU¶WKH
VFHQHGRHVQRWZRUNEHFDXVHVKHKDGµEHFRPHGLVSDVVLRQDWH¶ &L[RXVµ7H[WDQG7KHDWUH¶S
110). The register of the Kissinger scene contrasts to that in which Cixous treats her other 
villains: whereas we are also invited to condemn the actions of X1 and X2, the doctors who 
sell contaminated blood in Ville parjure, we are not encouraged to mock them as we are 
Kissinger. Little sympDWK\LVHYLGHQWLQ&L[RXV¶SRUWUD\DORIWKH$PHULFDQVRIWKH.LVVLQJHU
scene who, for Sellers, DUHGHVFULEHG LQ µJURWHVTXHO\ VLPSOH WHUPV¶ 6HOOHUV Authorship, p. 
142); they appear as almost demonic figures in the play and David Graver describes how in 
thHSURGXFWLRQµWKHLUIDFHVDUHOLWKDUVKO\IURPEHORZDVLIE\WKHILUHVRIKHOOWKDWWKH\
have kindled in IndRFKLQD¶.76 :KHQ *HQHUDO $EUDPV MR\IXOO\ VKRXWV µ%DQJ %DQJ %DQJ
%DQJ¶DVKHLQGLFDWHVFLYLOLDQWDUJHWVRQDPDSRI&DPERGLDNorodom, p. 135), it is difficult 
to feel anything but contempt and anger for the American leaders that are the subject of 
&L[RXV¶VELWLQJVDWLUH7KLVSRUWUD\DORIWKH$PHULFDQVKDVOHGWRWKHVXJJHVWLRQWKDWWKHVFHQH
LV LQ D µ%UHFKWLDQ¶ UHJLVWHU D FRPSDULVRQ WKat Cixous denies even whilst recognising the 
YDOLGLW\RILWVEDVLV&L[RXVµ7H[WDQGWKHDWUH¶S&ULWLTXHKDVUHSODFHGXQGHUVWDQGLQJ
LQ &L[RXV¶ SRUWUD\DO RI WKHVH FKDUDFWHUV D FKDQJH ZKLFK PD\ DFFRUGLQJ WR 6KLDFK UHVXOW
from the importance of CaPERGLD¶V GHIHQFH DJDLQVW µ86 DJJUHVVLRQ¶ DV D FDXVH IRU WKH
                                                 
75
 (DUO+7LOIRUG-Uµ2SHUDWLRQ0HQX¶LQThe Encyclopaedia of the Vietnam War: A Political, Social and 
Military History, ed. by Spencer Tucker (Santa-Barbara: ABC-CLIO, 2011), p. 740.  
76
 'DYLG*UDYHUµ7KH7KpkWUHGX6ROHLO3DUt Three: the Production of Sihanouk¶New Theatre Quarterly, 2.7 
(1986), 212-6 (p. 213). 
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French Left in the early 1970s (Shiach, Politics of Writing, p. 126). The change in register 
does not, however, mean that the scenes are a failure: the satire is enjoyable to watch and 
whilst CixoXV¶VUHMHFWLRQRI WKH%UHFKWLDQWDJVXJJHVWVKHUZDULQHVVRI Verfremdungseffekts 
or any alienation of her audience, the distance between the audience and Kissinger here 
VHUYHV XOWLPDWHO\ WR HQFRXUDJH WKH DXGLHQFH WR KDYH JUHDWHU V\PSDWK\ IRU WKH SOD\¶V
Cambodian characters. 
 
In 1985, Kissinger was played by the same actor who played Pol Pot.77 Describing casting at 
WKH7KpkWUHGX6ROHLO$ULDQH0QRXFKNLQHH[SODLQVWKDWµ&¶HVWXQPDJQLILTXHKDVDUG LO\D
des acteurs qui trouvent deux, trois personnages dans XQHSLqFHG¶DXWUHVULHQG¶DXWUHVXQ¶78 
and so it is unwise to place too much emphasis on this casting decision. Our anger at 
.LVVLQJHU¶V DFWLRQV VKRXOG QRW UHGXFH RXU KRUURU DW 3RO 3RW¶V UHJLPH LW VKRXOG QRW EH
suggested that all wrongdoing stems from tKHVDPHURRWDQG3RO3RW¶VDFWLRQVVKRXOGQRWEH
normalised or justified as a response to American aggression. Nevertheless, some parallels 
may be drawn between the actions and attitudes of Pol Pot and Kissinger, and the casting 
serves to underline this. Both Kissinger and Pol Pot purport to stand for a set of ideals- 
democracy or Marxism- for which they show disregard when in private. Both use idealistic 
rhetoric and claim to act for the good of a people for whom they feel contempt. Pol Pot 
describes how it is his hatred and not his Marxism that drives him. Kissinger mocks the 
American legislature and the principle of democratic checks and balances (Norodom, p. 133), 
and advocates the deception of the American public (Norodom, p. 87). More significant still 
is .LVVLQJHU¶V indifference to human rights and particularly the right to life. In response to 
/DLUG¶VFRQFHUQVDERXWSRWHQWLDOFLYLOLDQFDVXDOWLHVLQ&DPERGLD.LVVLQJHUUHVSRQGVWKDWµLO
                                                 
77
 5RVHWWH/DPRQWµ5HYLHZRIThe Terrible but Unended Story of Norodom Sihanouk: King of Cambodia¶
Performing Arts Journal, 10.1 (1986) <http://www.jstor.org/stable/3245573> [accessed 20 April 2012] (46-50 [p. 
48]). 
78
 +pOqQH&L[RXVDQG$ULDQH0QRXFKNLQHµ)DLUHDUULYHUXQH+pFXEHGHPDLQWHQDQW¶LQ&URLVpHVG¶XQH°XYUH, 
ed. by Mireille Calle-Gruber, 221-234 (p. 229). 
43 
 
IDXWVDYRLUIDLUHGHVVDFULILFHV¶EXWWKDWKHZLOORIFRXUVHWU\ KLVXSPRVWWRUHGXFHµOHVULVTXHV
HQFRXUXV¶XQNQRZLQJO\XQLQWHQWLRQDOO\E\WKRVHWREHVDFULILFHGWKHSRSXODWLRQRIDGLVWDQW
FRXQWU\ UXQ E\ DQ $VLDQ 3ULQFH ZKR PXVW µIHUPH VHV petits \HX[¶ P\ HPSKDVLV ZKLOVW
America acts (Norodom, pp. 86-7). Kissinger unilaterally decides the fate of Cambodia and 
ignores democracy whilst simultaneously and without irony denouncing Communist 
imperialism and totalitarianism (Norodom, p. 88). By creating this distance between 
Kissinger and Sâr and the ideals that they claim to represent, Cixous is able to criticise the 
ways in which the concepts of democracy or Marxism are used or realized, without passing 
judgement on the ideals themselves. 
 
Despite this harsh critique of American military leaders, Cixous is still, Rosette Lamont 
DUJXHV µHYHQKDQGHG¶ LQKHUSUHVHQWDWLRQRI WKH 86$ /DPRQW µ5HYLHZ¶S  ,QGHHG
there are some more positive depictions of Americans in the play. Lamont points particularly 
WR WKH SRUWUD\DO RI -RKQ *XQWKHU 'HDQ DV µD QREOH JHQHURXV VXIIHULQJ PDQ¶ LELG +H
certainly does show genuine affection for members of the Cambodian Republican 
government, pleading with them to leave Cambodia with him as the Khmer Rouge forces are 
closing in on Phnom Penh. His pleas are rejected: Sirik Matak FKRRVHV D µEHOOH PRUW¶ D
beautiful and honourable death, over a life in America (Norodom, p. 271). Dean, who had 
LGHQWLILHGKLPVHOIDVµFDPERGJLHQ¶Norodom, p. 252), is finally obliged to leave the country 
when U.S. personnel are evacuated. In this decisive moment his identity is American and he 
cannot share the fate of Cambodia. Their differences in this ultimate moment reveal the gap 
WKDWKDGDOZD\VH[LVWHGEHWZHHQWKHWZR6LULN0DWDNWHOOV'HDQWKDWµQRXVQHQRXVVRPPHV
MDPDLVFRPSULV¶Norodom, p. 272), denying that the friendship that Dean is so keen to praise 
ZDVHYHUEDVHGRQXQGHUVWDQGLQJDQGVRGHQ\LQJWKHYDOXHRI'HDQ¶VLQWHUSUHWDWLRQRIWKHLU 
past relationship or of Cambodia. Cambodia is inaccessible even to this man who had 
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declared his love for it, for his love of Cambodia always existed without comprehension. As 
'HDQ OHDYHV KH LV UHEXNHG E\ 0DWDN IRU $PHULFD¶V IDLOXUHV µYRXV QRXV DYH] UHIXVp YRWUH
SURWHFWLRQ FRPPH OHV GLHX[ VDQV SLWLp GH QRV FUR\DQFHV¶ LELG This phrase reveals the 
conflicted relationship that the Republican government has with the U.S.A. Sirik Matak 
believes in a godlike U.S.A. His belief in the country is not based simply on shared values but 
stems from U.S. power. The differences in power between the two countries profoundly 
influence their relationship and make a genuine connection difficult. The U.S.A. will always 
be in the position of authority and exploitation, Cambodia will always be in that of 
supplicant. America has not been a benign god and has refused to protect Cambodia. Dean is 
PDGH UHVSRQVLEOH IRU WKLV SLWLOHVVQHVV DV WKH UHFLSLHQW RI 0DWDN¶V ELWWHU ZRUGV &HUWDLQO\
Laird and Dean, whilst shown to be generally decent men, are depicted as ineffectual, unable 
to alter the course of politics in their own country or to help those for whom they feel 
compassion (cf. Norodom, S:HVHH LQ&L[RXV¶V OHVVFULWLFDOSRUWUD\DOVRI$PHULFDQV
that compassion is ineffectual if it is not coupled with a willingness or ability to use power 
and alter the world.  
 
Monarchy 
7KHILJXUHRI6LKDQRXNLVFHQWUDOWRWKHSOD\&RQOH\GHVFULEHVKRZµ&L[RXVFKRRVHVWRZULWH
DERXWDQ LGHDOSHUVRQRUFRXSOH LQRUGHU WR VD\ZKDW LVZDVRUFRXOGEH¶ &RQOH\ Hélène 
Cixous, p. 95). In this Histoire terrible, the ideal figure is Norodom Sihanouk. Sihanouk is 
rendered ideal not in the way that Indiade¶V Gandhi is, by the attribution of saint-like qualities 
(ibid., p. 97), but rather by his capacity to embody his nation. IQDSDUWLDOHFKRRI/RXLV;,9¶V
GHFODUDWLRQWKDWµ/¶eWDWF¶HVWPRL¶6LKDQRXNUHJUHWVWKDWµMHQHSHX[SOXVP¶DUUrWHUG¶rWUHOH
&DPERGJH¶ Norodom, p. 148). His identification with Cambodia, expressed negatively, is, 
Sihanouk considers, inevitable and involuntary even although, as Sirik Matak makes clear in 
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the play, his accession to the crown was not inevitable: the French chose him to rule 
(Norodom, p. 43). The significant difference between the statements of Sihanouk and of 
Louis XIV may be found with the contexts in which they are spoken: whereas Louis ;,9¶V
VWDWHPHQWLVD WULXPSKDQWGHFODUDWLRQRIKLVGRPLQDWLRQRYHUKLVFRXQWU\6LKDQRXN¶VZRUGV
come once he has been deposed and express his sadness and regret at being obliged to 
continue to feel for a country from which he has been exiled. As will be discussed in detail in 
my Chapter Five, the idea that the tragic hero represented or embodied his entire nation was 
common in classical tragedy. This trope was dramatically expedient, allowing the fates of 
large numbers of people to be discussed in an efficient, comprehensible, and entertaining 
way. The problems inherent in the suggestion that a single, privileged, voice can represent an 
entire nation may be mitigated though not altogether removed by the presentation of 
Sihanouk as a mercurial and often isolated figure.  
 
The way in which the trope is taken up in Norodom suggests something of the ethics of the 
use of power. :KDWVHHPV WREHPRVWVLJQLILFDQW LQ6LKDQRXN¶VFODLPWKDWKHHPERGLHVKLV
nation is the claim to have an absolute and immediate empathy with its people. The question 
of risk is also significant: in contrast to Kissinger and Saloth Sâr, Sihanouk will not risk his 
people without also risking himself. For Juliet Flower MacCannell, in identifying himself 
ZLWK&DPERGLD6LKDQRXNLVGHPRQVWUDWLQJKLVµVWULFWDZDUHQHVV¶RIWKHµmultiplicity RIVHOYHV¶
WKDWµJRLQWRPDNLQJXSKLV³LGHQWLW\´DVPRQDUFK¶79 Sihanouk can only have an identity as a 
PRQDUFK LQVRIDU DV KH LV VXSSRUWHG E\ KLV SHRSOH LQ 0DF&DQQHOO¶V XQGHUVWDQGLQJ RI KLV
words, Sihanouk is not so much imposing his singular will on his people as he is asserting the 
collective consent by which he believes he governs. Sihanouk is both Cambodia made flesh 
DQG LQ&RQOH\¶VZRUGV WKHFRXQWU\¶V µPDWHUQDO IDWKHU¶ &RQOH\ Hélène Cixous, pp. 97-8). 
                                                 
79
 -XOLHW)ORZHU0DF&DQQHOOµ&L[RXVDQG0RGHUQ&RQVFLRXVQHVV¶LQ+pOqQH&L[RXVThe Terrible but 
Unfinished Story of Norodom Sihanouk, King of Cambodia, trans. and intr. by Juliet Flower MacCannell, Judith 
Pike, and Lollie Groth (Lincoln and London: University of Nebraska Press, 1994), p. xiv.  
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7KHNLQJLVµ0RQVHLJQHXU3DSD¶WRKLVSHRSOH80 and when on hearing rumours of the coup in 
his capital Sihanouk wishes nevertheless to continue his diplomatic trip to Moscow rather 
WKDQ UHWXUQ WR3KQRP3HQK6LKDQRXN LVZDUQHGE\3HQQ1RXWK µQH ODLVVH]SDV O¶HQIDQWHQ
PDXYDLV QRXUULFH¶ Norodom, S  &DPERGLD LV 6LKDQRXN¶V FKLOG DQG WKH UHSXEOLFDQ
JRYHUQPHQWDUHEXWDµQRXUULFH¶DQDQQ\KLUHGWRVWDQGLQIRUDNLQJZKRLVERWKIDWKHUDQG
KLVPXVLFLDQFODLPVµXQHPDPHOOHSOHLQHSRXUOHQRXULVVRQ¶Norodom, p. 24). Presenting his 
people as his family, Sihanouk claims to care deeply for all of them, whilst also attempting to 
present his position within Cambodian politics as natural and unquestionable. Whilst it may 
be true that Sihanouk values the supposed love of the people that he governs, having to be 
UHDVVXUHG DW WLPHV RI XQFHUWDLQW\ WKDW µYRXV VDYH] FRPPH OHV SD\VDQV YRXV DLPHQW¶
(Norodom, p. 75), he also maintains this affectionate consensus by excluding those who 
challenge him, as he does when he refuses to give his support to the Khmers Rouges, 
unemployed since their return from their studies in France (ibid., pp. 28-30). 
 
The centrality of Sihanouk to the play does not imply that there is an unwaveringly positive 
SRUWUD\DORIWKHNLQJ+HLVDV&RQOH\VXJJHVWVSUHVHQWHGDVµDSHUVRQRILQWHJULW\VWUXJJOLQJ
in an impossible situation and making at times, unbeknownst to him ZURQJ GHFLVLRQV¶
(Conley, Hélène Cixous, p. 97). In this way, Sihanouk may be likened to the figure of the 
tragic hero who, despite his noble character, will unknowingly do wrong and be punished.81 
The joy with which, for example, Sihanouk greets the Khmer rouge offer of collaboration is 
painfully ironic for the audience, DQG LQGHHG 6LKDQRXN¶V QDLYHW\ EHFRPHV HYLGHQW DOPRVW
immediately as he is side-lined by the Kampuchean government following their first cabinet 
meeting (Norodom, pp. 167, 200). Sihanouk is not, then, portrayed as a brilliantly astute 
SROLWLFLDQRUDVDSHUIHFWOHDGHUIRUKLVFRXQWU\+HLVLQVWHDGµLQWXLWLYH¶LQKLVXVHRISRZHU
                                                 
80
 NorodomS6LKDQRXN¶VFXUUHQWRIILFLDOWLWOHLVµ5RL-SqUH¶RI&DPERGLDFIVLWHRIWKH&DPERGLDQ
monarchy,<http://www.norodomsihanouk.info/ > [accessed 20 April 2012]. 
81
 The figure of the tragic hero will be discussed in some depth in my Chapter Five. 
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VWLOOµUHODWLYHO\DGHSW¶DVDPDQLSXODWRUGHVSLWHKLVIDLOLQJV.LHUQDQGHUµ5RDGWR&DPERGLD¶
p. 201). If we wish him at the centre of Cambodian politics it is not because we are impressed 
E\ KLV VNLOO EXW EHFDXVH ZH UHFRJQLVH ZKDW KDV EHHQ FDOOHG KLV µXQVKDNHDEOH¶ VHQVH RI KLV
µUHVSRQVLELOLW\WRWKHSHRSOHVRI&DPERGLD¶82 6LKDQRXN¶VUHGHHPLQJIHDWXUHVRQO\PDNHhim 
relatively appealing in comparison to many of the other political figures in the play. 
 
Sihanouk is kept at the centre of the play even in the second époque, where his actions are of 
limited relevance to the advancement of the plot not because, as Jennifer Birkett suggests, of 
KLVUHVHPEODQFHWRWKHFKDULVPDWLFSULQFH+DPOHW%LUNHWWµ/LPLWVRI/DQJXDJH¶SEXW
EHFDXVHRIZKDW6HOOHUVFDOOVKLVµFDSDFLW\WRUHPDLQDWWXQHGWRWKHHVVHQWLDO¶7KLVFDSDFLW\
LVVKHFODLPVHYLGHQWLQKLV6LKDQRXN¶V decision to attend H!? &Kt0LQK¶VIXQHUDODOWKRXJKLW
ZDVµSROLWLFDOO\XQZLVH¶WRGRVR6HOOHUVAuthorship, p. 82). This choice does not reveal that 
Sihanouk values his immediate ethical obligations over pragmatic politics, since the shrewd 
decision to stay and work for the good of the country could also be considered an ethically 
SRVLWLYH RQH 5DWKHU 6LKDQRXN¶V DFWLRQV VXJJHVW WKDW LQ KLV HWKLFV REOLJDWLRQV WRZDUGV
LQGLYLGXDOVDUHPRUHLPSRUWDQWWKDQREOLJDWLRQVWRZDUGVWKHFRXQWU\6HOOHUVFDOOVµHVVHQWLDO¶
6LKDQRXN¶V GHVLUH WR PRXUQ WKH *HQHUDO ZLWK ZKRP KH KDG KDG D WHQVH UHODWLRQVKLS DQ
affirmation that human life and death are more important than political demands and ideals. 
7KHµHVVHQWLDO¶LVDVVRFLDWHGZLWKGHDWKPRXUQLQJDQGWKHDELOLW\WRIeel loss and so, vitally, 
ZLWKHPRWLRQDQGWKHSK\VLFDO6LKDQRXNLV IRU.LHUQDQGHUHPRWLRQDOµDERYHDOO¶+HGRHV
QRW GLVVLPXODWH KLV IHHOLQJV EXW GLVSOD\V WKHP LQ µKLJKO\ WKHDWULFDO JHVWXUHV¶ .LHUQDQGHU
µ5RDGWR&DPERGLD«¶S6LKDQRXNLVGULYHQ by emotion and sympathy; these are his 
endearing or redeeming qualities and, as he is at the centre of the play, the qualities by which 
we come to judge Norodom¶VRWKHUSURWDJRQLVWV 
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 'DYLG:LOOLDPVµ5HYLHZRI/¶+LVWRLUHWHUULEOHPDLVLQDFKHYpHGH1RURGRP6LKDQRXNURLGX&DPERGJH¶
TDR, 40.3 (Autumn 1996) < http://www.jstor.org/stable/1146563> [accessed 20 April 2012] (198-200 [p. 199]). 
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The Khmer Rouge 
It is 6LKDQRXN¶V embrace of the emotional that is missing from the ideology of the Khmers 
5RXJHV6DORWK6kUWHOOV.KLHX6DPSKDQWKDWKHPXVWµ3HQVHDXSHRSOHPRQIUqUHNe te sers 
pas seulement de ton esprit, sers-WRLDXVVLGHWRQF°XU¶Norodom, p. 33). Thought precedes 
emotion. The love that Samphan must work to achieve will not be, as Sihanouk believes his 
to be, based on a bodily connection to the people. It will be derived firstly from an ideology 
DQGWKHQLPSRVHGRQWRWKHKHDUW6DORWK6kUPD\KHUHUHIHUWR.KLHX6DPSKDQDVµIUqUH¶EXW
little brotherly love is evident in the superior attitude that he takes towards his comrade. 
Derrida has written about the prevalence of the figure of the brother in law, ethics, and 
politics, in the Greek, Abrahamic, Jewish, Christian, and Islamic traditions.83 In calling their 
co-UHYROXWLRQDULHV µIUqUH¶ KHUH WKH .KPHU 5RXJH SODFH WKHPVHOYHV ZLWKLQ D ORQJ DQG
widespread tradition that sees fraternity as the basis of good society. Derrida argues that those 
who use the figure of the brother often, as the Khmer Rouge would KHUHGHQ\µODOLWWpUDOLWp
GH FHV LPSOLFDWLRQV¶, but are unable to explain why the figure of the brother should be 
privileged RYHUWKHILJXUHVµGHODV°XUGHODILOOHGHO¶pSRXVHRXGHOpWUDQJHU¶Voyous, p.88). 
For Derrida, the privileging of the figure of the brother allows power to be passed between 
WKRVHGHHPHGWREHµVHPEODEOH¶EURWKHUV WR WKHH[FOXVLRQRIDOORWKHUVLELGSUnder 
The Democratic Republic of Kampuchea, families were routinely split up as the family unit 
was considered to be a potential source of resistance to the revolution. The state was to take 
over the role of the parent.84 ,I6DORWK6kUFDOOV.KLHX6DPSKDQµEURWKHU¶LQWKHVHFRQGLWLRQV
it is not an indication of the love he feels for Samphan, a simile based on a stable idea of what 
                                                 
83
 Cf. Voyous, pp. 87-8, where Derrida outlines the argument that he makes on this subject in Politiques de 
O¶DPLWLp.  
84
 %HQ.LHUQDQµ,QWURGXFWLRQ$:RUOG7XUQHG8SVLGH'RZQ¶LQ&KLOGUHQRI&DPERGLD¶V.LOOLQJ)LHOGV
Memoirs of Survivors, ed. by Kim DePaul and compiled by Dith Pran (New Haven: Yale University Press, 
2005), pp. xi-xii.  
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familial ties should be, but rather a subtle indication of the Khmer Rouge desire to usurp the 
place of the family.  
 
6HOOHUV FODLPV WKDW µWKH EHJLQQLQJV RI WKH .KPHU 5RXJH PRYHPHQW DUH GHVFULEHG LQ WHUPV
ZKLFKPDNHWKHPRYHPHQWVHHPDWWUDFWLYH¶EXWWKDW6DORWK6kU¶VµDOWUXLVWLFDGYLFH¶WR.KLHX
6DPSKDQ LV µFRQWH[WXDOL]HG E\ D VSHHFK LQ ZKLFK KDWUHG DQG WKH GHVLUH IRU YLFWRU\ DUH
SRUWUD\HG DV PRWLYDWLQJ LQIOXHQFHV DORQJVLGH WKH FRQFHUQ IRU MXVWLFH DQG HTXDOLW\¶ 6HOOHUV
Authorship, p. 90). The chDUDFWHULVDWLRQRI6kU¶VDGYLFHWR6DPSKDQDVµDOWUXLVWLF¶VHHPVWREH
flawed given that the advice comes together with a veiled threat of expulsion from the 
.KPHUV5RXJHVDQGLVPRUHRYHUDFULWLFLVPRI6DPSKDQ¶VODFNRISROLWLFDOH[SHGLHQF\UDWKHU
than of D IDLOXUH WR VHUYH VRFLHW\ )XUWKHU LW VHHPV XQOLNHO\ WKDW WKH 7KpkWUH GX 6ROHLO¶V
DXGLHQFHZRXOGEH VRXQIDPLOLDUZLWK&DPERGLD¶VKLVWRU\ DVQRW WREH FKLOOHGE\HYHQ WKH
initial appearance of the Khmers Rouges. 
 
It is, however, true that with Saloth Sâr¶VVSHHFKDWWKHHQGRI$FW,6FHQHWKHKDWUHGDWWKH
core of his politics is made explicit. Sâr declares 
 
-HOHVKDLVWRXV&HX[TXLQ¶RQWSDs le noble courage de haïr, 
Ceux qui haïssent seulement de bout des lèvres, et sur la pointe des pieds. 
Ô haine, je te rendrai justice. 
Haine tu es puissance, tu es intelligence. 
(WM¶RVHWHSURFODPHU 
Le vrai Soleil de mon destin. (Norodom, p. 34) 
 
6kU¶VKDWUHGLVLQGLVFULPLQDWH,WLVQRWFDUHIXOUHDOLVHGRQWLSWRHQRUDFoncept to which he 
pays lip-service, a rhetorical tool. It is all-FRQVXPLQJ+DWUHG LV6kU¶V JRG WKH6XQDURXQG
which his destiny turns, the concept to which his apostrophe is addressed. A concept and not 
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an emotion, hatred is intelligence. It is the way in which Sâr sees the world, renders it 
intelligible. This hatred is seductive, evoked poetically in almost archaic terms that stand in 
VWDUNFRQWUDVWWRWKHSUDJPDWLFSODLQQHVVRI6kU¶VVSHHFKHOVHZKHUH7KHEHDXWLIXODQGVWLUULQJ
piece of music that accompanied this speech in the 2011 performance was a chilling reminder 
of just how attractive rhetoric of hate could be. The ability to hate is, Sâr believes, proof of a 
µQREOH¶FRXUDJHSURRIRIVXSHULRULW\ His hatred and not his Marxism separate Sâr from the 
people.  
 
This embrace of an intellectual hatred is coupled with a rejection of emotion and the body, 
ZKLFKDUHERWKNH\WR6LKDQRXN¶VDSSURDFKWRKLVSHRSOH6HOOHUVDUJXHVWKDWµWKHGUHDPVRI
the Khmer Rouge for a reborn, innocent Cambodia, for example, are sabotaged as victory 
becomes PRUH LPSRUWDQW WKDQ LWV FRVW LQ KXPDQ OLIH¶ 6HOOHUV $XWKRUVKLS S 6HOOHUV LV
FRUUHFWLQLGHQWLI\LQJDQHDUO\GUHDPIRUDµUHERUQ¶DQGµLQQRFHQW¶&DPERGLD6kUVSHDNVRI
µ1RWUHSURFKDLQ&DPERGJHOHYLHUJHOHYLULO O¶LQFRUUXSWLEOH¶Norodom, p. 34). In the idea 
RID&DPERGLDWKDWLVµYLHUJH¶LVDFRPSOHWHUHMHFWLRQRI&DPERGLD¶VSDVWDQGDOOWKHWUDGLWLRQ
valued by Sihanouk. Virgin yet incorruptible, the country will be barren and static for all its 
masculine virility. The contradictory wish for virginity and virility, common to the Khmer 
Rouge and to certain militant religious orders,85 indicates how far removed Sâr has become 
from the body and desire even as he evokes them. The body exists figuratively for Sâr, not as 
a material, desiring thing. The Khmer Rouge dream of Cambodia, which always ignores the 
body, was suspect from the start and not a beautiful project that becomes derailed. 
Nevertheless, it is true that the Khmer Rouge disregard for human life has increasingly 
terrible consequences for WKH&DPERGLDQSRSXODWLRQ.KLHX6DPSKDQ¶VDVFHWLFLVP LV LQ WKH
first époque praised by Sihanouk as an indication of his incorruptibility (Norodom, p. 49) and 
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 The Carmelite monks, for example, GHVFULEHWKHPVHOYHVDVµWKH1DY\6HDOV*UHHQ%HUHWVDQG0DULQHVRIWKH
5RPDQ&DWKROLF&KXUFK¶DQGVHHWKHPVHOYHVDVDFWLQJµLQDYLULOHDQFLHQWWUDGLWLRQRISUD\HU¶7KH\DOVROLYH
µWKH0DULDQOLIH¶WDNLQJDYRZRIFKDVWLW\&I <http://www.carmelitemonks.org/> [accessed 31 August 2012].  
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whilst it earns him censure from a mother often figured holding a large basket of vegetables 
to underline her connection with food (Norodom, pp. 33-34), it does not seem to be a 
dangerous quality but rather an expression of a determined self-discipline. The Khmer Rouge 
rejection of the bodily begins as an indication of difference to the Cambodian population and 
the king that causes humorous incomprehension and irritation rather than fear. It becomes a 
concern when it is imposed on an entire nation.  
 
The extent to which human life is subordinated to an ideal for the Khmer Rouge is made 
obvious as KhieX6DPSKDQGHFODUHVLQ$FW,,6FHQHWKDWµLOQHIDXWSDVFRPSWHUQRVPRUWV
,OQH IDXWSOXVFRPSWHUTXHQRVYLFWRLUHV¶ Norodom, p. 79). µ1RVPRUWV¶DUHQRWFDVXDOWLHV
suffered by the Khmer Rouge leadership but deaths that happened in their names. Like 
Kissinger, Samphan accepts that others should sacrifice themselves for his cause. If they do 
not care about deaths, the Khmers Rouges also do not care about the quality of human lives. 
7KHUHYROXWLRQIRU6DPQROµF¶HVWWUDQVIRUPHUOHVSDXYUHV&DPERGJLHQVHQEHVWLDX[TXLQ¶RQW
SOXV ULHQG¶KXPDLQVDXI ODPpPRLUH¶ Norodom, p. 289). In the pursuit of a country that is 
µYLHUJH¶ WKH .KPHU 5RXJH ZLOO DOVR DWWHPSW WR GHVWUR\ WKH PHPRU\ KLVWRU\ RI WKH
&DPERGLDQSHRSOH.LHUQDQµ:RUOG7XUQHG8SVLGH'RZQ¶S[YLL The picture given here 
of the Khmer Rouge denying the Cambodian people humanity as they turn them into beasts is 
very different to the animal images that have been used by the monarchists to discuss the 
population. When Penn Nouth figures the Cambodian people as a herd of buffalo it is because 
he is also presenting Sihanouk as a bird (Norodom, p. 95). The image is a suggestion of the 
strength of the population and not of the superiority of the leadership. The Khmer rouge are 
µSUrWVjWRXW VDFULILHU¶IRUµOHSHXSOHNKPHU¶WKDWµQRXVDLPRQVSDU-GHVVXVWRXW¶Norodom, p. 
190). This love is for an ill-defined idea of a Cambodian people rendered abstract as they are 
only ever conceived of as a mass, the importance of individual ties having been denied by the 
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Khmer Rouge.86 Thus Khieu Samphan chooses to empty Phnom Penh, risking the deaths of 
DOORILWVLQKDELWDQWVDQGKLVRZQIDPLO\UDWKHUWKDQµUHQLHDXFXQHGHPHVWKHRULHV¶Norodom, 
p. 266). Hou Youn is killed for his refusal to accept this rationalisation of suffering (ibid., p. 
,WLV+RX<RXQZKRUHFRXQWVWKHHPSW\LQJRI3KQRP3HQK+HGHVFULEHVDµFRUSXOHQW¶
,HQJ 6DU\ GULYLQJ SDVW WKH IOHHLQJ SRSXODWLRQ LQ KLV µ0HUFHGHV QRLUH¶ LELG S  7KH
Democratic Republic of Kampuchea is already corrupt even at the moment of its realisation. 
The Khmer Rouge dream of an incorruptible, virgin, masculine Cambodia is shown to be 
founded on a denial of the body that renders it horrifically cruel. What is more, this denial of 
the body does not extend to all of the Khmer rouge leadership and corruption and hypocrisy 
are shown to be present at the very centre of government.                                                                                                                             
 
 Conclusion 
This chapter began by looking at how Cixous presents Cambodia in Norodom, and then went 
on to look at how different groups- the West, the monarchy, and the Khmer Rouge- use 
power in the play. Looking at the ways in which these groups used their power, and what 
their motivations were, gave some indication of what the basis of ethics could be.  
 
Hypocrisy characterised the use of power by the Khmer Rouge and the West. The aims that 
they implicitly claimed through the explicit championing of democracy or Marxism²the 
promotion of freedom or of equality²were shown not to be the goals of those who 
represented either group in Cambodia. It was therefore not possible to pass judgement on the 
YDOXHVRIHLWKHUIUHHGRPRUHTXDOLW\DVHWKLFDOJRDOVEDVHGRQWKHSOD\¶s presentation of the 
groups that claim those aims.  Love of his people appeared to be genuinely the motivation of 
the fictional Sihanouk created in the play. This goal appeared to be positive, and the play 
                                                 
86
 &I.KLHX6DPSKDQ¶VLQVLVWHQFHWKDWWKHOHDGHUVKLSQRWEHDFFRPSDQLHGE\IDPLOLHVRUSDUWQHUVDVWKH\JRLQWR
hiding (Norodom, p. 80).  
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celebrated love, emotion, and friendship. The ethical value of these will also be discussed in 
the following chapters. 
 
SihDQRXN¶V actions, although motivated by love, were not always shown to be positive, and 
his support of the Khmer Rouge, for example, allowed them to begin their bloody rule of 
Cambodia. It was argued in this chapter that naivety and not malice caused SihanoXN¶V
shortcomings. It may therefore be tempting to absolve Sihanouk of responsibility for 
unethical actions that he (inadvertently) commits or allows to happen, and certainly he 
generally emerges as a better figure than many others in the play. Yet it is not true that 
Sihanouk appears as a wholly positive figure in the play: his naivety and lack of political 
shrewdness are flaws. What may be taken from the Norodom, then, is that knowledge and 
awareness of the world, and perhaps even pragmatism or shrewdness, may be ethically 
valuable.   
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Chapter Three: Identity in /¶,QGLDGHRX/¶,QGHGHOHXUVUrYHV (1987) 
 
Indiade, first produced by Ariane Mnouchkine in 1987, is the second of the plays that Cixous 
wrote for the Théâtre du Soleil. The play is both a poetic rewriting of historical events and an 
exploration of philosophical and ethical themes. It tells the story of the FXOPLQDWLRQRI,QGLD¶V
fight for independence, opening just before the outbreak of World War Two and ending with 
*DQGKL¶V GHDWK DQG WKH EORRG\ FLYLO ZDU WKDW DFFRPSDQLHG SDUWLWLRQ 7KH SOD\ UHYROYHV
around the leaders of the Indian National Congress (henceforth INC) and of the Muslim 
League, although other characters, for whom there is no historical model, also appear within 
the drama.  
 
Anu Aneja, in her reflection on the experience of translating Indiade into Hindi, claims that 
µDVWRU\RIWKHVHOI¶HPHUJHVIURPWKHH[SORUDWLRQRI,QGLD¶VKLVWRU\LQWKHSOD\87 Indiade is 
opened by Haridasi, D µVROLWDLUH HUUDQWH %HQJDOL¶ Indiade, p. 8) who, according to Julia 
'REVRQIXQFWLRQVDV WKHSOD\¶VFKRUXV (Dobson, Scene of Writing, p. 93). She immediately 
attempts to include the audience within the drama, asking questions in the manner of a stand-
up comedian:  
 
Hello! 
Where do you come from? 
Which country? 
Where is your husband? 
What are you doing here? 
What is your name? etc (Indiade, p. 19) 
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 $QX$QHMDµ7UDQVODWLQJ+&:ULWLQJWKH6HOI¶LQJoyful Babel: Translating Hélène Cixous, ed. by Myriam 
Diocaretz and Maria Segarra (Amsterdam and New York: Rodopi, 2004), pp. 165-182 (p. 174). 
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This female character is associated with humour from the opening of the play, an association 
ZKLFK LVFRPPRQWRVHYHUDORI&L[RXV¶VSOD\VDQG WKDWVXJJHVWVD OLQNEHWZHHQ WKH WKHDWUH
and Le Rire de la Méduse HYHQLIDV&RQOH\SRLQWVRXWWKHµVXEOLPH¶KXPour of the plays is 
XVHGWROHVVµH[SORVLYH¶HIIHFWWKDQWKDWRIWKHHVVD\Hélène Cixous, p. 101). The questions 
are asked in English, which, it appears, is the lingua franca in India, where many different 
languages are spoken. The use of English is a striking rePLQGHURI,QGLD¶VVXEMHFWVWDWXVDQG
is also linked to the complex relationship between the colonial dominance of India by the 
British and the attempt, by elements within the Indian independence movement, to forge a 
unified India. Haridasi attempts to establish the identity of the audience, a precursor to the 
dramatic action where the audience, in turn, will search out the identity of an Indian subject. 
It is interesting therefore that the elements of identity she enquires after are first local, then 
national, relational then functional, and only finally personal or nominal. 
 
Jean-)UDQoRLV/\RWDUGFODLPVWKDWµOHsoi HVWSHXPDLVLOQ¶HVWSDVLVROpLOHVWSULVGDQVXQH
WH[WXUH GH UHODWLRQV SOXV FRPSOH[H HW SOXV PRELOH TXH MDPDLV¶88 7KH µsoi¶ iV µSODFp j GHV
SRVWHVSDU OHVTXHOV VHSDVVHQWGHVPHVVDJHVGHQDWXUHGLYHUVH¶ DQG µQ¶HVW MDPDLVPrPH OH
SOXV GpIDYRULVp GpQXp GH SRXYRLU VXU FHV PHVVDJHV TXL OH WUDYHUVHQW HQ OH SRVLWLRQQDQW¶
(ibid.). It could be useful to use this model of selfhood to think about the characters in 
Indiade. What will be of interest to this chapter will be the ethical implications of the ways in 
ZKLFK WKH FKDUDFWHUV DUH SRVLWLRQHG LQ WKH VRFLHW\ RI WKH SOD\ E\ WKH GLIIHUHQW µPHVVDJHV¶
ZKLFK µWUDYHUVHQW¶ WKHP FUHDWLQJ WKHir identities. Lyotard argues that it is structurally 
necessary that the self have power to move within or alter the system, since this allows the 
V\VWHP WR UHVLVW µVD SURSUH HQWURSLH¶ LELG This chapter will also consider the ethical 
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implications of the ways in which the characters use their power to move within the 
µFRPSOH[H¶DQGµPRELOH¶system, and control or alter messages about identities.  
 
The first part of this chapter will look at the search for national identity that is at the heart of 
this play, and will also consider the other identities- regional, religious, caste or class- that the 
characters claim in addition to, or as a replacement for, the national identity that they desire. 
It will consider certain ethical questions related to this search for identity, including issues of 
inclusion and exclusion, and of how conflicting obligations may be judged. The figure of 
Gandhi in the play will then be considered in more detail. There will be an examination of his 
relationship to his wife, and to his double, the bear Moona Baloo. A comparison of the deaths 
of Moona Baloo and of Gandhi leads to a discussion of the ethical questions of grace, 
innocence, and responsibility. Finally, the chapter analyses the role that love may play in 
ethics in Indiade. 
 
Identity 
For Anne-0DULH3LFDUGWKHUHLVDSDUWLFXODUµrWUH-LQGLHQ¶ZLWKLQWKHSOD\ZKRµVHFRQVWLWXH
sous nos yeux dans une réponse à la question: « Où suis-je? Que suis-je ª¶89 7KH µrWUH-
LQGLHQ¶ WKDW3LFDUGVHHVEHLQJFRQVWLWXWHG LQ WKHSOD\KDV DQDtional and only secondarily a 
SHUVRQDO LGHQWLW\ LW DVNV ILUVW ZKHUH LW LV DQG WKHQ ZKR LW LV 7KLV FRQVWLWXWLRQ RI DQ µrWUH-
LQGLHQ¶ PHDQV WKH FRQVWUXFWLRQ RI WKH SRVVLELOLW\ RI DQ ,QGLDQ LGHQWLW\ UDWKHU WKDQ WKH
definition of a group of subjects as essentially Indian. Picard argues that this national identity 
can only be accessed through a relation to the other, which must name the nascent national I. 
,Q WKLV ZD\ WKH µQRXV-LQGLHQ¶ FRPHV LQWR EHLQJ WKURXJK LWV RSSRVLWLRQ WR µOHV $QJODLV¶
3LFDUG µIndiade¶, p. 18). It is true that political opposition to the English initially drives a 
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 Anne-0DULH3LFDUGµ/¶,QGLDGHRXO¶,QGHGHOHXUVUrYHV¶, Dalhousie French Studies, 17 (Winter 1989) 17-26 
(p. 18). 
57 
 
desire for cooperation between the Muslim League and the INC (Indiade, p. 21). Yet to claim 
that a unified Indian-we was created in opposition to the English would be to ignore the 
violent fragmentation that occurs at the end of the play. That this violence is only fully 
realised once the English other has withdrawn from sub-continental soil is not evidence of 
any unifying consequence of their presence but rather testament to English military power. 
Sarojini believes that  
 
&HWWHGLYLVLRQOHV$QJODLVO¶RQWYHUVpHGDQVQRVFRXSHVFRPPHXQSRLVRQ
et bêtement nous nous en enivrons. Quand nous aurons enfin chassé 
O¶pWUDQJHUOHYpULWDEOHO¶$QJODLVOHVfrères se retrouveront (Indiade, p. 34) 
 
Far from having a unifying influence, the English are seen to have been crucial in creating 
divisions within the country. The power relations between the colonial and subject powers are 
here figured elegantly. India, colonised, is necessarily in a position of debt towards England, 
with its citizens, regions, and leaders holding up their empty cups to the colonial power. 
England gives not positively, unselfishly, but malevolently, as a means to weaken India 
further and so to confirm its position of power. The gift that they give is also Gift, poison. 
British power derives from having tempted India into intoxication, political pragmatism 
figured as moral corruption. That the discourse of division that is passed from Britain to India 
is figured as alcohol/poison suggests the way in which this relationship is played out on both 
ideological and material levels. India is poisoned by Britain but is also dependent upon her, 
as an individual may become dependent upon a drug or on alcohol. Although a specifically 
Indian subject may be constituted in Indiade, this subject is not created through opposition to 
the English, for the English have sown division within India for their own purposes. 
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Picard does see that a number of different Indian regional and ethQLF LGHQWLWLHV µ+LQGRX
0XVXOPDQ3XQMDEL%HQJDOL¶DUHSRVVLEOHZLWKLQKHUµMH-LQGLHQ¶3LFDUGµIndiade¶, p. 18), but 
overlooks the profound implication that these identities may render the naming of a single 
Indian subject at all an impossible task. Political representatives from the Punjab and from 
Bengal feature repeatedly in the play and argue passionately for the independence and unique 
identity of their regions (Indiade, p. 66). The existence of such well-defined regional 
identities points to multiplicity in Indian identity that predates the division created by the 
English but that may cohabit within a VLQJOHQDWLRQ3DNLVWDQE\FRQWUDVWZLOOEHµOH3D\VGHV
3XUV¶Indiade, p. 31). 7KH0XVOLP/HDJXH¶VHYRFDWLRQRISXULW\PD\EHLQWHQGHGWRFRQMXUH
images of paradise and of a country in which crime and corruption will not be permitted. 
Judith Miller has demonstrated how Indiade¶V 0XVOLP /HDJXH DOVR SUHVHQWV WKH SXULW\ RI
3DNLVWDQ DV WKHEHVW SRVVLEOH VROXWLRQ WR WKHSUREOHPRI µWKH LQHTXDOLW\ RI0XVOLPV LQSUH-
partition India¶ (Miller, Mnouchkine, p. 85). Nevertheless, and more significantly, the image 
of purity suggests the desire to create a nation in which religious and racial difference will not 
be permitted. A single identity, coextensively national and religious, will be demanded in this 
pure Muslim nation.  
 
The creation of Pakistan denies the possibility of an identity that is Indian and Muslim as well 
as Punjabi or Bengali. It is suggested that the India that will exist after partition may not have 
the same potential to join together different identities as would the inclusive India of 
*DQGKL¶VGUeams. Ghaffar Khan reacts bitterly to the news of partition and the suggestion of 
self-determination in his region: 
 
-HQ¶LUDLSDVTXpPDQGHUPRQDGPLVVLRQjODSRUWHGHO¶+LQGRXVWDQ comme 
XQSRXLOOHX[0RLM¶pWDLVXQVHLJQHXU M¶pWDLV OLEUHG¶DLPHU TXL M¶Dimais. Je 
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ne veux pas voter pour mon amour! Non! Je ne veux SDVGHO¶+LQGRXVWDQ
Je veux le Pashtunistan! (Indiade p. 167) 
 
7KHµ,QGLD¶WKDWHPHUJHVDIWHUSDUWLWLRQLVQRORQJHUVHHQDVVXFKE\.KDQ$SDUWLWLRQHG,QGLD
ZRXOGEH µ+LQGRXVWDQ¶ DFRXQWU\GRPinated by a single religion, not his own. Despite the 
QHZ ,QGLD¶VSUHWHQGHGVHFXODULVPDQG WKHSUHVHQFHRIRWKHU UHOLJLRXVPLQRULWLHVZLWKLQ WKH
new country, Khan nevertheless feels that assuming an Indian identity would now imply 
distancing himself from his religion. Khan rejects an India that is selectively inclusive: the 
India that he loved, dreamed of, and fought for, was one that included him unconditionally 
and allowed him a position of respect and freedom. He wanted an India which would give 
him an absolute and ethical welcome, the type of welcome which does not require an 
invitation. The India that will actually be created after partition will be one to which he must 
demand entrance. Khan reacts to the withdrawal of the potential for a lovingly inclusive 
national identity with an assertion of his local identity. The dream of absolute inclusivity 
destroyed, a partitioned India risks becoming increasingly fractured.  
 
Cixous highlights the vast differences in wealth and divisions on the basis of caste and social 
class within Indian society that, we are told, will not be remedied by partition or by 
independence (Indiade, pp. 90, 97). For Inder, his identity as poor and untouchable will 
DOZD\V SUHFHGH DQ\ UHOLJLRXV RU QDWLRQDO LGHQWLW\ µ-H VXLV ,QGHU HW MH VXLV LQWRXFKDEOH¶
(Indiade, p. 89) he says as he introduces himself to the audience. His poverty, his hunger, is 
an immediate, embodied concern (Indiade, p. 97). An Islamic religious identity is, of course, 
also written onto the (male) body, a fact whose comic potential is exploited by Cixous 
(Indiade, S<HWZKLOVW%DKDGXU¶VFLUFXPFLVLRQSRVLWLRQVKLPZLWKLQDFRPPXQLW\DQG
gains him temporary refuJH LQD6XIL WRPELELG ,QGHU¶VKXQJHUGRHVQRWYLVLEO\SURYHD
connection to others and far from offering refuge is a constant worry to him. Whilst the 
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SOD\¶V SRRU FKDUDFWHUV PD\ EH ORYDEOH WKH SOD\ GRHV QRW FODLP WKDW SRYHUW\ necessarily or 
always creates a positive identity or a comforting community, in the way that some who wish 
to justify ignoring the problem of poverty may do. 
 
When characters in Indiade name themselves, it is often in relation to their social function or 
purpose within the drama. 7KLVFDQEHVHHQLQWKHSUHVHQWDWLRQRIWKHµ9LFH-5RL¶DQXQQDPHG
occupant of the post, a figure of unwavering English authority (Indiade, p. 60), and in Act II 
6FHQH  ZKLFK RSHQV ZLWK DQ H[FKDQJH EHWZHHQ FKDUDFWHUV LGHQWLILHG RQO\ DV µXQ VROGDW
6LNK¶ DQG µXQ VROGDW +LQGRX¶ (Indiade, p. 87). These characters exist not as fully 
psychologically motivated people but simply to indicate a perspective on the history of India 
that is related to their religion and social status. The Vice-Roi through his connection to 
(QJODQG DQG WKH VROGLHUV LQ µJUDQG XQLIRUPH GH SDUDGH¶ (Indiade, p. 87) are also potent 
reminders of historical events and forces occurring beyond India. It is not only these minor 
characters who identify themselves through their function, but also the well-developed central 
characters of the play. ,Q$FW,6FHQH-LQQDKGHPDQGVRI)DWLPDµ(WPDLQWHQDQWODLVVH-moi 
VHXODYHF-LQQDK¶(Indiade, p. 73). 7KLVDSSDUHQWO\EL]DUUHUHTXHVWLQGLFDWHVWKDW-LQQDK¶VVHOI
is split. He refers to the half of it WKDWLVQRWH[SOLFLWO\µPRL¶DVµ-LQQDK¶QRWKLVILUVWQDPHEXW
his surname, the name that appears in the stage directions of the play. Jinnah has two selves: 
a poetic self that exists within the play and is capable of emotion and also an existence as a 
Jinnah-function, a reflection of a historical original who must perform the same actions as 
this model in order to advance the dramatic action. This tension must be present in all of 
&L[RXV¶VSRHWLFGUDPDWL]DWLRQVRIKLVWRULFDOILJXUHV 
 
One of the important ethical questions posed in all of the plays is that of agency: how far we 
are free to make ethical decisions. The outcome of the decisions taken by the members of the 
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INC and Muslim league presented on stage are likely to be already known to the audience, 
and so it may seem that they are not really free to decide at all. Yet Cixous insists upon the 
IDFW WKDW WKHDWUH LV DOZD\V H[SHULHQFHG LQ WKH SUHVHQW DV 'REVRQ KDV QRWHG FI µ$EVROXWH
3UHVHQW¶7KHFKDUDFWHUVPD\EHGHOLEHUDWLQJRYHUPDNLQJGHFLVLRQV that were taken half a 
century ago, but they still have agency in the present of the fictional world they are creating 
on stage. The fact that we already know in advance the decisions that they will take does not 
mean that the play cannot provide us with a model of how ethical decisions can be made.  
 
Some critics have been wary of the way in which Gandhi is portrayed in Indiade: Aneja, for 
H[DPSOHKDVZDUQHG WKDW µWKHKLVWRULFDO*DQGKLKDVEHHQHQJXOIHG LQWR WKH ODUJHU WKDQ OLIH
legend of Gandhi that is FUHDWHGLQWKHGUDPD¶$QHMDµ7UDQVODWLQJ+&¶SOHDYLQJOLWWOH
space to criticise the real historical figure of Gandhi who, she demonstrates, held some 
potentially objectionable and conservative views, particularly regarding the position of 
women $QHMD µ7UDQVODWLQJ +&¶ S   Certainly any attempt to canonise in theatre a 
historical figure whose actions were ethically wrong would be ethically problematic. 
However, as will be discussed below, the legendary Gandhi created in the play is not an 
uncomplicatedly µJRRG¶ FKDUDFWHU.  It will furthermore be shown that there is much that is 
IDQWDVWLFDO LQ WKHSOD\¶V SUHVHQWDWLRQRI*DQGKL SDUWLFXODUO\ WKH UHFXUUHQWXVHRI LPDJHVRI
divinity and saintliness. The play does not claim to be an attempt at accurate biography, and it 
is in this way that the audience may relate to a fictional Gandhi, whose actions can illuminate 
moral questions, without passing judgement on the real, historical figure of Gandhi. Whilst 
the public actions of Indiade¶V*DQGKLDUH those of his historical model, in the play we watch 
DSULYDWH*DQGKLZLWKDQLQQHUOLIHWKDWLV&L[RXV¶VLQYHQWLRQ 
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This does not resolve all of the problems related to the tension between poetic character and 
historical model 
Gandhi, the poetic character, has a complex relationship to, and shared identity with, his wife. 
0RXUQLQJ.DVWRXUEDw¶VGHDWK*DQGKL DVNV µ3HXW-on dormir les yeux ouverts? Ton absence 
P¶DUUDFKHOHVSDXSLqUHV7URSGHQXLWHWWURSGHOXPLqUH¶Indiade, p.76). He characterises the 
e[SHULHQFHRIKLVZLIH¶VGHDWKDVRQHRISK\VLFDOSDLQDQGYLROHQFHKHKDV ORVWSDUWRIKLV
own body, for she was the eyelid whilst he is the eye.  They coexisted within the same organ, 
LQWHUGHSHQGHQW \HW GLVWLQFW .DVWRXUEDw¶V GHDWK GRHV QRW HQG WKH HPERGied relationship 
EHWZHHQWKHWZRDQG*DQGKL¶VZLIHUHWXUQVWRWKHVWDJHLQWKHVFHQHWKDWLPPHGLDWHO\IROORZV
the announcement of her death. Offering her husband sage advice, just as she did when first 
she appeared in the play (Indiade, p. 56), Kastourbaï DVNV *DQGKL LI µ7X P¶HQWHQGV"¶ WR
ZKLFKKHUHSOLHVµ(YLGHPPHQWSXLVTXHWXHVGDQVPDSRLWULQH¶Indiade, p. 85). The almost 
KXPRURXVXVHRIWKHZRUGµpYLGHPPHQW¶VXJJHVWVWKDW.DVWRXUEDw¶VUHDSSHDUDQFHLVQRWVRPH
profound spiritual experience but rather natural and quotidian. The change that can be noticed 
LQ*DQGKL¶VEHKDYLRXUDIWHU.DVWRXUEDw¶VGHDWKKLV LQFUHDVHGZLOOLQJQHVV WR OLVWHQ WRRWKHUV
and accept shared leadership (cf. Indiade, p.  VXJJHVWV WKDW .DVWRXUEDw LQ *DQGKL¶V
chest, may influence his behaviour. Several critics suggest that Indiade¶V*DQGKLPD\GLVSOD\
WKH VRUW RI ELVH[XDOLW\ WKDW &L[RXV GHVFULEHG LQ µ6RUWLHV¶90 This is a bisexuality that is an 
ability to access both a male and a female libidinal economy.91 It may be this embodied 
relationship with his wife that allows Gandhi to have access to a female economy. 
Kastourbaï, who sometimes appears on stage, and who continues to advise and influence her 
KXVEDQG KDV OLYHG RQ ZLWKLQ *DQGKL¶V ERG\ SDVW KHU GHDWK ZLWKRXW WKH HUDVXUH RI Ker 
difference. The relationship of connected difference lived by Gandhi and Kastourbaï cannot 
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 $QHMDµ7UDQVODWLQJ+&¶S-XGLWK*0LOOHUAriane Mnouchkine (Abingdon: Routledge, 2007), p. 86; 
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Chapter One.  
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be reduced to the simple consumption of one by the other, and appears as a model for the 
desired relationship between the Islamic community and a unified India.  
 
 7KHFKDQJHLQ*DQGKL¶VEHKDYLRXUDIWHUKLVZLIH¶VGHDWKPD\DOVREHUHODWHGWRWKHTXHVWLRQ
RIWKHHWKLFDOYDOXHRIHPRWLRQ,WLVRQO\WKURXJK.DVWRXUEDw¶VGHDWKWKDW*DQGKLH[SHULHQFHV
DQH[FHVVRIHPRWLRQZKHQKHFULHVLQPRXUQLQJ6DURMLQLLVµOHVHul et silencieux témoin de 
O¶XQLTXHFKDJULQGH*DQGKL¶ Indiade, p. 76). This will be not simply the first but also the 
only experience of grief that Gandhi will have. He calls his grief a µWULEXW j OD WHQGUHVVH
KXPDLQH¶LELG which he does not wish to SD\DJDLQ*DQGKL¶VH[SHULHQFHVKRZVWKDWJULHI
has a potentially positive role to play in ethics; grief is related to human tenderness, and it is 
after his experience of mourning that Gandhi, in the next scene, is prompted to attempt an 
ethically positive reconciliation with Jinnah (ibid. pp. 77-8). Nevertheless, the experience of 
mourning is clearly painful and the wish to avoid such pain does not seem to be an ethical 
fault in the play. Indeed when Jinnah, after losing his wife, retreats into his grief, declaring 
KLPVHOIWREHPRWLYDWHGE\WKHµFUDXWp¶RIGHDWKLWLVHYLGHQWWKDWWKHZKROHKHDUWHGHPEUDFH
of grief is dangerous.   
 
Innocence and Responsibility 
As Picard and Aneja both point out, Gandhi and the she-bear Moona Baloo are also linked in 
important ways.92 Haridasi makes the connection between the two explicit within the play, 
suggesting that Gandhi and Moona Baloo are: 
 
Deux bébés Moona. 
/¶XQHVWFRXYHUWGHSRLOV 
/¶DXWUHHVWXQ0RRQDWRXWQX(Indiade, p. 125)  
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Although the differences in appearance that make the link between Gandhi and Moona Baloo 
visually so comically unlikely are pointed out, the two are nevertheless connected. Gandhi 
EHFRPHV0RRQDDEHDUEXWWKHLQIDQWEHDULVQRWDQµRXUVRQ¶EXWDµEpEp¶QHLWKHUWKHDQLPDO
nor the KXPDQLVHIIDFHGLQ+DULGDVL¶VFRPSDULVRQ7KHSDLUDUHLPPHGLDWHO\MRLQHGE\WKHLU
VKDUHGLQQRFHQFHWKH\DUHERWKµEpEpV¶ 
 
Despite having been characterised by her innocence, Moona Baloo will eventually kill two 
men and be killed in her turn by Bahadur, her handler. Even as he is obliged to kill Moona 
EHFDXVHVKHKDVEHFRPHYLROHQW%DKDGXULQVLVWVWKDWµ3RXUWDQWMHOHVDLVWXpWDLVLQQRFHQWH¶
(Indiade, S  0RUDJ 6KLDFK VXJJHVWV WKDW µWKH VWRU\ RI WKH EHDU LPPHGLDWHO\ EULQJV WR
PLQG.OHLVW¶VWKRXghts on the limitations of human consciousness, where he attributes more 
grace to a puppet, or to a bear, than to any human burdened with the legacy of self-
FRQVFLRXVQHVV¶Politics of Writing S  ,Q +HLQULFK YRQ .OHLVW¶V  HVVD\ µ2Q WKH
Puppet ThHDWUH¶LWLVFODLPHGWKDWDSXSSHWGDQFHVZLWKJUHDWHUJUDFHWKDQDQ\KXPDQFDQIRU
their actions always emanate from a single centre of gravity. The dancer, by contrast, risks 
affectation for their soul or understanding may not always be located in the same place as the 
FHQWUHRIJUDYLW\WKDWGULYHVWKHLUPRYHPHQWV.OHLVW¶VHVVD\JRHVRQWRFRQVLGHUWKHILJXUHRI
a tethered bear who can best any man at fencing, because it is never tricked when a fencer 
IHLQWVµ2QWKH3XSSHW7KHDWUH¶FRQFOXGHVZLWKWKLV exchange: 
 
µ%XW¶,VDLGUDWKHUGLVWUDFWHGO\µVKRXOGZHKDYHWRHDWDJDLQRIWKH7UHHRI
.QRZOHGJHWRIDOOEDFNLQWRWKHVWDWHRILQQRFHQFH"¶ 
µ,QGHHG¶KHUHSOLHGµWKDWLVWKHILQDOFKDSWHULQWKHKLVWRU\RIWKHZRUOG¶93  
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 +HLQULFKYRQ.OHLVWµ2QWKH3XSSHW7KHDWUH¶LQSelected Writings, ed. and trans. by David Constantine 
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As Cixous explains, the essay KDVSURSRVHGµtwo NLQGVRILQQRFHQFH¶7KHILUVWLQQRFHQFHLV
WKHLQQRFHQFHRIµWKHFKLOGZKRLVQRW\HWERUQ¶ZKRODFNVDQ\NQRZOHGJH,WLVDQLQQRFHQFH
WKDW LV LPSRVVLEOH IRU DQ\ VXEMHFW VLQFH µZHDUH QRWZLWKRXW D FHUWDLQNLQGRINQRZOHGJH¶
Cixous and Kleist are describing an innocence that is primarily related to (self-) knowledge, 
not actions, and as soon as we are born, Cixous suggests, we already know too much to be 
LQQRFHQW<HWWKHVXEMHFWWKDWFDQQRWKDYHDFFHVVWRWKLVµYLUJLQ¶LQQRFHQFHPD\still attempt 
WR ILQG µD VHFRQG LQQRFHQFHQHLWKHUSUHJLYHQQRUSDUDGLVLDFDO EXWRQH WKDWKDVEHHQ IRXQG
DJDLQ2UUDWKHU LWFDQEHUHJDLQHGWKRXJKLW LVFRQVWDQWO\WKUHDWHQHGRUEHLQJORVWDJDLQ¶94 
)RU .OHLVW WR DFKLHYH WKLV LQQRFHQFH ZH PXVW µHDW DJDLQ RI WKH 7UHH RI .QRZOHGJH¶
H[SDQGLQJRXUNQRZOHGJHXQWLO LW LVDOPRVWJRGOLNH7KXVLQ.OHLVW¶VVWRU\WKHUHDSSHDUWZR
innocent figures: the tethered bear who lacks knowledge and the all-knowing divine. These 
figures may be present in Indiade as the bear Moona Baloo and the saint-like Gandhi.  
 
First innocence may be impossible for man but, for Kleist, it is can be accessed by the puppet 
RUWKHDQLPDODQGVRLWLVDYDLODEOHWR*DQGKL¶VGRXEOHWKHEHDU0RRQD%DORR/LNHWKHEHDU
RI.OHLVW¶VVWRU\0RRQD%aloo is innocent of self-knowledge: she (re)acts according to her 
environment and not according to any principles that she has established or (false) picture of 
the world she has created in her mind.95 In the violence of partition, innocence thus becomes 
DQHQFRXUDJHPHQWPRUHWKDQDQREVWDFOHWRZURQJGRLQJ0RRQD%DORR¶VEHKDYLRXUVWDQGVLQ
D VWDUNFRQWUDVW WR*DQGKL¶V:KHUHDV0RRQD%DORREHFRPHVYLROHQWEHFDXVHVKHKDVEHHQ
profoundly affected by her environment, Gandhi may be criticised for failing to take adequate 
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 +pOqQH&L[RXV¶*UDFHDQG,QQRFHQFH¶LQReadings: The Poetics of Blanchot, Joyce, Kafka, Kleist, Lispector, 
and Tsvetayeva, ed. and trans. by Verena Andermatt Conley (New York: Harvester Wheatsheaf, 1992), pp. 28-
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world. The animal, by contrast, reacts instinctively to stimuli from their environment, and it is in this way that 
WKHEHDULVDEOHWREHVWWKHPDQLQIHQFLQJ*$:HOOVµ7KH/LPLWDWLRQVRI.QRZOHGJH.OHLVW¶V³hEHUGDV
0DULRQHWWHQWKHDWHU´The Modern Language Review, 80 [1985], 90-96 [p. 94]). 
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account of the world around him. In the midst of the growing violence in Bihar, Gandhi 
FRXQVHOOHG1HKUXµ3DVGHERPEHV'XWHPSV3UHQH]GXWHPSV¶Indiade, p. 141). The extent 
to which Gandhi has underestimated the violence is here indicated. He appears unable to 
offer a pragmatic solution to violence and proffers a clichéd maxim; take your time. In 
Indiade it is clear that it is dangerous to attempt to divorce oneself completely from the 
world, just as it is dangerous to submit completely and uncritically to a status quo.  
 
,Q&L[RXV¶VUHDGLQJRI.OHLVWVKHGHVFULEHVKRZWKHµVHFRQGLQQRFHQFH¶LQQRFHQFHWKDWFDQ
EHUHJDLQHGH[LVWVµRQO\LQUHODWLRQ-ever so slight but always there-with the possibility of its 
RSSRVLWH¶&L[RXVµ*UDFHDQG,QQRFHQFH¶S7KLVLQQRFHQFHPXVWEHWKUHDWHQHGLILWLVWR
H[LVW DW DOO DQG VR LW LV ZKHQ *DQGKL¶V IDXOWV EHFRPH HYLGHQW WKDW KH PD\ KRSH WR JDLQ
innocence again. Gandhi is made to understand the deadly consequences of his innocent 
actions and attitudes when he is confronted by his old friend Rajkumar, who had lost his 
IDPLO\LQ,QGLD¶VYLROHQFH7KHSURPLVHRIDYLVLWE\*DQGKLPHDQVWKDW5DMNXPDUUHPDLQVLQ
the Punjab despite the dangers of inter-communal violence that accompany partition (Indiade, 
p. 173). Having lost his family, his home and his innocence in the sectarian fighting, 
Rajkumar returns to rebuke Gandhi for not having lived up to his own rhetorical promise: 
µ5DMNXPDUHVWYHQXYRXVGLUH MHQHYHX[SOXVGHYRXV0DKDWPD Vous aviez dit: sur mon 
cadavre la Partition! Non 6XUOHVFDGDYUHVGHPRQpSRXVHHWGHPHVHQIDQWV¶ (Indiade, p. 
 7KH µFDGDYUH¶ RI *DQGKL¶V FOLFKpG H[SUHVVLRQ LV PDGH PDWHULDO LQ 5DMNXPDU¶V
invocation of the dead bodies of his wife and children. Gandhi is criticised for having failed 
to make adequate use of his vaunted privileged position in India: his failure to keep his 
promise of self-sacrifice makes Gandhi responsible for the deaths that happened during 
SDUWLWLRQ,QKHUGLVFXVVLRQRI.OHLVW¶VJUDFHDQGLQQRFHQFH&L[RXVVWDWHVWKDWVKHµZRXOGOLNH
to avoid the trap that consists in constituting innocence as an infantile state, where it becomes 
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V\QRQ\PRXVZLWKLUUHVSRQVLELOLW\¶µ*UDFHDQG,QQRFHQFH¶S Gandhi and Moona Baloo 
are both innocent and yet responsible for the deaths of others.  
 
*DQGKL¶V UHVSRQVH WR KLV QHZ VHOI-DZDUHQHVV LV WR GHWHUPLQH WR IDVW XQWLO ,QGLD¶V YLROHQFH
ends. He makes an attempt to regain his innocence through self-sacrifice, finally living up to 
the promise that he had made to RajNXPDU*DQGKL¶VDFWLRQVVXJJHVWWKDWWKHUHLVDSRVVLELOLW\
that divine innocence and grace can be lost but regained. Like Christ, who suffered on the 
cross so that humankind may be forgiven, Gandhi too will suffer physically in order to save 
those he loveVDQGLQWKLVZD\DFKLHYHJUDFH*DQGKL¶VVHOI-awareness has been accompanied 
E\WKHNQRZOHGJHWKDWKHPD\DFW WR LPSURYH,QGLD¶VVLWXDWLRQ7KLVPD\QRWEHWKHSHUIHFW
NQRZOHGJHRI.OHLVW¶VGLYLQHEXW LW LVHQRXJKSHUKDSV WR UHGHHP*DQGKL LQ WKHH\HVRIhis 
DXGLHQFHDQGRIWKH,1&¶VPHPEHUV,QWKHVFHQHVWKDWSUHFHGHGKLVGHFLVLRQWRIDVW*DQGKL
had been shown to withdraw from or be marginalised within his own party and the Indian 
political scene. Thus in Act III Scene 4, Nehru mentions that he has not seen the Mahatma 
µGHSXLV WURLV PRLV¶(Indiade, p. 141), and it is ultimately with Nehru that Mountbatten 
negotiates independence (Indiade, p. 163). *DQGKL¶V PDUJLQDOLW\ ZLWKLQ WKH ,1& PD\ EH
UHODWHGWRKLVPHVVDJH&RQOH\VXJJHVWVWKDW*DQGKL¶VµGUHDPVRIORYH¶DQGGLIIHUHQWµPRGHV
RI H[FKDQJLQJ¶ DUH µLQFRPSDWLEOH ZLWK FRQWHPSRUDU\ ILJKWV IRU SRZHU¶ &RQOH\ Hélène 
Cixous, p. 100). Although Binita Mehta insists that, in reality, the historical Gandhi was a 
µVKUHZG¶SROLWLFLDQ96 the divine morality of Indiade¶VGandhi may mean that practically, he 
is an inefficient leader.  
 
<HWZKHQKHIDVWVLWLVDJUHHGE\WKH,1&OHDGHUVKLSWKDWµODYLHGH*DQGKLHVWQRWUHELHQOH
SOXV SUpFLHX[¶ (Indiade, p. 193). However ineffective his leadership may be politically, 
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2002), p. 193. 
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Gandhi is described as a valuable commodity for India. The potential loss of Gandhi 
mobilises the members of congress, prompting renewed efforts for peace. The success of 
*DQGKL¶V IDVW PD\ WKHUHIRUH RZH DV PXFK WR UHFRJQLWLRQ RI KLV YLWDO SRVLWLRQ DV QDWLRQDO
figurehead and international representative as to the intervention of any divine grace. Cixous 
does not ignore the realities of politics in order to deliver a utopian message. When he is able 
to end his fast, Gandhi is only on stage for a brief moment before his death. It is therefore not 
entirely clear that he has succeeded in achieving a renewed innocence through knowledge 
and ascetic suffering.  
 
Picard notes that Gandhi and Moona Baloo are finally joined together by their deaths (Picard, 
µ&RQMXJDWH'UHDPV¶SNevertheless, it is not possible to draw a strong parallel between 
X and Bahadur, for whilst Bahadur kills Moona Baloo in order prevent any further deaths, X 
revels in the act of killing and is motivated by bitterness combined with a desire for fame 
(Indiade, p. 187). TKH EHDU¶V KDQGOHU IHHOV JUHDW UHPRUVH DW NLOOLQJ KLV EHDU DQG LV OHIW
widowed and alone after her death, when X kills Gandhi it is the whole of India that is left 
bereft. Their deaths may draw Moona Baloo and Gandhi together, but that does not mean that 
the two events are identical. The question of guilt, and particularly of whether motivations 
can mitigate guilt, will be considered further in the following chapter; certainly here 
%DKDGXU¶VDFWLRQVDUHSRUWUD\HGDVHWKLFDOO\EHWWHU WKDQ;¶V.  
 
Universal Love 
'REVRQ SRLQWV WR *DQGKL¶V µDSSDUHQWO\ ERXQGOHVV FDSDFLW\ IRU ORYH¶ 'REVRQ Scene of 
Writing, p. 92), and it is certainly true that he preaches love as a response to the political 
problems that India faces (Indiade, pp. 81-5), vaunting his ability to love Jinnah even as he is 
rejected. He SUDFWLFHVZKDW0HKWDUHIHUVWRDVµXQLYHUVDOORYH¶, unconditionally and ethically 
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extended even to those who wish him harm (Mehta, India as Spectacle, S  *DQGKL¶V
universal love does however lead him to sometimes act in a way that the audience may find 
distressing or ethically dubious, as is particularly evident in his response to Nazism. Although 
he clearly feels no sympathy for the attitudes and actions of the Nazis, Gandhi responds to 
their aggression with pity and a demand for non-YLROHQW UHVLVWDQFHRQ WKHSDUWRI(XURSH¶V
Jewish population (Indiade, p. 46). Believing in universal love, of everybody, Gandhi cannot 
SODFH DKLJKHUYDOXHRQ WKH OLYHVRI(XURSH¶V -HZV WKDQRQ WKH OLYHVRI WKose that threaten 
them, and therefore cannot countenance armed resistance to Nazism. Such a response is 
perhaps saintly but is also naïve to the point of being shocking and chilling. &L[RXV¶V*DQGKL
suggests how it may be necessary to prioritise or limit our ethical responsibilities to different 
people. 
 
Yet saintly love still connects Gandhi to the everyday, in so far as it allows him to develop 
personal relationships with members of lower castes and so leave the rarefied realm of 
politics. As Dobson has sXJJHVWHG LW LV WKLV µFRQWDFW ZLWK RUGLQDU\ SHRSOH¶ ZKLFK
distinguishes Gandhi from the other politicians portrayed in the play (Dobson, Scene of 
Writing, p. 91). Although Mehta may be correct in suggesting that the historical Gandhi was 
used by the INC to µPRELOL]HWKHSHDVDQWU\¶KLVORYHRIWKHORZHUFDVWHVEHLQJDSROLWLFDOSOR\
(Mehta, India as Spectacle, p. 193), it is nevertheless true that the Gandhi of Indiade displays 
genuine love for the untouchables or peasants that he encounters. Gandhi is the only one of 
WKH SROLWLFDO FODVV ZKR HYHU QRWLFHV +DULGDVL¶V SUHVHQFH RQ VWDJH DQG FRQYHUVHV ZLWK KHU
(TXDOO\ *DQGKL¶V GHWHUPLQDWLRQ WR EXLOG D SRVLWLYH UHODWLRQVKLS with Inder is a marked 
divergence from the indifference shown to the Rickshaw-driver by other politicians. When 
Inder is dismissive of his political concerns (Indiade, p. 90), mocks his decision to move into 
Banghi colony (Indiade, p. 124) and is unrelentiQJO\ SHVVLPLVWLF DERXW ,QGLD¶V IXWXUH
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(Indiade, p. 134), Gandhi reacts only with good humour and affection (Indiade, p. 124). For 
all his apparent aggression toward the Mahatma, Inder is forced to ask himself when 
*DQGKL¶V GHDWK LV DQQRXQFHG µ(W PDLQWHQDQW TXL YD P¶DLPHU" 4XL YD PH VXSSRUWHU"¶
(Indiade, p. 200). Coming as they do just after his death, these words function almost as a 
eulogy that leaves his affection for the poor and those who are determined to be unlovable as 
our final impression of Gandhi.  
 
It is not just the impoverished and those who do not believe that they will find other 
representation that love Gandhi. Although they may display frustration at his leadership, 
other members of the INC do display love for Gandhi. Reunited with Nehru following their 
LQFDUFHUDWLRQ*DQGKL WHDVHVKLVROGIULHQG OLIWLQJKLVKDWDQGH[FODLPLQJµ3OXVXQFKHYHX¶
(Indiade, p. 88). The gesture is not saintly but very human and affectionate, and indicates the 
ORYHDQGWKHKXPRXUWKDWDUHSUHVHQWLQ*DQGKL¶VSHUVonal relations. The love felt for Gandhi 
by members of the INC is particularly evident in his relationship with Ghaffar Khan, who 
UHDFWV ELWWHUO\ WR WKH IDLOXUH WR SUHYHQW SDUWLWLRQ VD\LQJ µ9RXV QH P¶DYH] SDV VDXYp Et 
SRXUWDQWM¶DLHQYRXVXQHIRLVDQVPpODQJH9RWUHYLVDJHHVWWRXWHPDMRLH¶(Indiade, p. 171). 
It is not entirely clear whether Khan is reproaching a god whose presence nevertheless brings 
him bliss or expressing an almost homoerotic love for Gandhi. The words follow a scene in 
which Gandhi KDVIDLOHGWRFRQYLQFH,QGLD¶VSROLWLFDOOHDGHUVWRUHMHFWSDUWLWLRQEXWWKHFDOOV
for godly intervention in politics that occur throughout the play mean that it could equally be 
a god who is criticised for this failure. Later in his speech, Khan directly addresses Allah, but 
LWLVQRWFOHDUWKDWZKHQ.KDQH[FODLPVµ2K$OODKPRQ$LPpWXP¶DVGpUDFLQp¶(Indiade, p. 
172) he is addressing the same person as he was earlier in the speech: certainly Gandhi 
UHVSRQGV DV LI .KDQ¶V ZRUGV ZHUH PHDQW IRU KLP ,I LW is impossible then to define who 
H[DFWO\*KDIIDU.KDQ¶VLQWHQGHGLQWHUORFXWRULVLWPD\EHEHFDXVHKLVµIRLVDQVPpODQJH¶LV
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not in a single figure but in both Gandhi and God. His faith is pure in that it is not mixed with 
doubt, but it is not faith in sRPHWKLQJ SXUH LQ D VLQJOH LGHD 7KLV LV ERUQH RXW LQ .KDQ¶V
promise that in the future, he will pray turned to Mecca, but also turned to India and to 
Gandhi (Indiade, p. 172). Gandhi is capable of inspiring devotion in others, with all the 
religious connotations that the word implies. 
 
Conclusion 
This chapter began by looking at the question of identity in Indiade. It argued that, in the 
play,  a positive national identity would be one that was welcoming and heterogeneous, able 
to include with love people with many different, for instance, religious, class, or regional 
identities. 7KHVDPHVXVSLFLRQRI WKHQRWLRQRIµSXULW\¶ WKDWZDVLGHQWLILHGLQNorodom was 
shown to be present in Indiade. 7KHFKDSWHUH[DPLQHGKRZ*DQGKL¶VZLIH.DVWRXUEDwDIWHU
KHU GHDWK PDLQWDLQHG DQ LQGHSHQGHQW LGHQWLW\ ZKLOVW DOVR OLYLQJ RQ ZLWKLQ KHU KXVEDQG¶V
body. It was argued that, implicit in this image, was the idea that openness to others and to 
difference was a good quality on a local as well as a national level.  
 
The chapter went on to argue, with reference to the figure of Gandhi, that, in Indiade, the 
concept of innocence is separate from that of responsibility. Innocence was not always 
portrayed as a good condition, since the innocent could be responsible for bad actions. The 
question of how responsible a subject is for actions that they committed unknowingly will 
also be of importance in the next chapter.  
 
Finally, the chapter explored the ethical value of love.  It was argued that Gandhi attempts to 
practise a universal love that encompasses everyone equally. This goal was certainly 
praiseworthy: as it does in Norodom, love figures positively in this play, it gave hope to the 
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underprivileged of India and, moreover, it was love of others that prompted Gandhi to begin 
the fast that ends the violence of partition. However, the goal of universal love was also 
flawed, and obliged Gandhi to support some ethically dubious views. In Indiade, it seems that 
Gandhi consistently fails to prioritise his obligations appropriately. This chapter linked this 
IDLOXUH WR *DQGKL¶V LQQRFHQFH EXW LW FDQ DOVR EH UHODWHG WR WKH DWWHPSW DW XQLYHUVDO ORYH
Gandhi is rebuked for ethical failures by friends who believe that he ought to have particular 
moral obligations towards them. Gandhi is distracted from his friends, as he is from his 
diuties as political leader, by other obligations often related to the attempt at universal love.  
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Chapter Four: Justice and La Ville parjure ou le Réveil des Erinyes (1994) 
 
&L[RXV¶VILUVWWZRFROODERUDWLRQVZLWKWKH7KpkWUHGX6ROHLOZHUHERWKHSLFUHWHOOLQJVRIFRQWHPSRUDU\
Asian history. Her 1994 play, La Ville parjure ou le Réveil des Erinyes abandons many of the features 
that were common to Norodom and Indiade. The play is not set in Asia; instead the action takes place 
LQ DQ LPDJLQDU\ ORFDWLRQ D FHPHWHU\ PRGHOOHG RQ &DLUR¶V FLW\ RI WKH GHDG97 but which has been 
transposed to the edge of a city which is explicitly European (Ville parjure, Scene XII, p. 124). Rather 
than the Shakespearean histories that informed Norodom and Indiade, Ville parjure takes Greek 
tragedy as its model.98 
 
Nevertheless the inspiration for Ville parjure is still contempRUDU\KLVWRU\)UDQFH¶Vaffaire du 
sang contaminé. The blood scandal centred around two key figures: the head of the Paris 
Blood Centre, Michel Garetta, and Jean-3LHUUH$OODLQ WKHFHQWUH¶VFKLHIVFLHQWLVW7KH3DULV
Blood Centre provided haemophiliacs with blood concentrates made with plasma from 
between 2,000 and 20,000 donors. These concentrates were designed to improve clotting in 
haemophiliac blood and had a shelf-life of around two years. However, the large pool of 
donors used to produce the concentrated blood products meant that they were particularly at 
risk of contamination by HIV.99  
 
Despite U.S. warnings that HIV could be spread through blood products, recommendations in 
1984 that plasma should be heated to deactivate the HIV virus, and the availability from 
March of 1985 of an American Abbott test for HIV, until the October of 1985 the Paris Blood 
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Centre did nothing to prevent their blood products from becoming contaminated by HIV.100 
0RUHRYHU WKH FHQWUH DFWLYHO\ ZRUNHG WR µGXPS¶ WKH EORRG VWRFNV What they suspected of 
contamination on foreign markets and in hospitals. Almost half of the estimated 3000 
haemophiliacs in France were infected with HIV by 1985 and in Paris the figure was even 
higher, with 71% of haemophiliacs affected. In total, an estimated 4,000 people were finally 
infected with HIV from contaminated blood transfusions.101  
 
Ann-Marie Casteret brought the affair to public attention in 1991 with an article in the 
magazine /¶eYHQHPHQWGXMHXGL. In 1992 she published a book on the scandal, /¶$IIDLUHGX
sang. Subsequently, in 1992, Garetta and Allain were tried and convicted for the crime of 
merchandising fraud. Garetta received a four year sentence and Allain a four year sentence 
with two years suspended. A higher court later found that Garetta and Allain should have 
faced the more serious charge of poisoning. As a result, the financial settlement that the pair 
had to pay was increased, but there was no change to their custodial sentence (Ayres, 
µQRQSURVHFXWLRQ¶ p. 4). In 1999, the former Prime Minister Laurent Fabius, Minister of 
Social Affairs Georgina Dufoix and Health Minister Edmond Hervé were charged with 
manslaughter. Dufoix and Fabius were acquitted and whilst Hervé was found guilty, the court 
did not hand down any punishment (BBC). 
 
)RU&L[RXVDQG0QRXFKNLQH WKHDIIDLUZDV µLPPHGLDWHO\ WKHPHWDSKRURI WRGD\¶V WUDJHG\¶
(Fort, µ(WKLFV¶ p. 430). Their exploration of the blood scandal is therefore also an 
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examination of wider problems in contemporary France. This is not however to deny the 
specificity of the historical inspiration of the play: the blood scandal and the critique of 
contemporary society are interdependent. Ville parjure is not a retelling of the events of the 
scandal, but rather stages a trial of X1 and X2, two doctors accused of having infected 
children with an unnamed plague. As Prenowitz points out, by the time the play begins it is 
DOUHDG\µWRRODWH¶DQGWKH0RWKHU WKHSODLQWLIIDW WKLV WULEXQDOKDVDOUHDG\VHHQERWKRIKHU
sons die. 102 All that remains is the attempt to achieve justice. For Cixous, the theatre is the 
LGHDOSODFHIRUWKHVWDJLQJRIDVHDUFKIRUMXVWLFH7KHUHLVVKHFODLPVµDOZD\VDWULDO¶HLWKHU
µEHKLQGRU MXVW XQGHUQHDWK DOO SOD\V¶ )RUW µ(WKLFV¶ p. 441). The trial that lurks behind all 
plays is of a different type to the trials that are permitted within the legal system. Cixous 
FODLPVWKDWµLQUHDOOLIHWKHWULEXQDOVDUHWKHUHWRUHSUHVV¶DUHGHVLJQHGWRSUHYHQWWKHYLFWLP
from seeking vengeance and the criminal from reoffending. Within the theatre, by contrast, a 
tribunal can be held that does not repress, that does not prohibit any kind of testimony, that 
does not therefore ignore the emotional impact of the crime, and in which victim and accused 
can speak themselves, not through representatives (ibid.).  
 
In order to bring about this theatrical trial, Cixous borrows figures from Greek mythology: 
the Erinyes or Furies. These three divine female figures of justice and vengeance appear in 
$HVFK\OXV¶SOD\The Eumenides, which Cixous translated for the Théâtre du Soleil in 1992. 
Cixous is, as Françoise Quillet explains, borrowing from the long theatrical tradition in which 
the playwright consistently places herself (Quillet µeFKR WDUGLI¶ p. 207), and thus the 
introduction of the mythical is not intended to be radical or jarring but rather appropriate to 
the type of theatre that she always wants to create. &L[RXV H[SODLQV WKDW µ,O IDXW JDUGHU j
O¶KRUUHXUVDJUDQGHXUHWjODSLWLpVDSURIRQGHXUGHSXUFULVWDOHWFHODQHpeut se faire que dans 
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 (ULF3UHQRZLW]µ'LDOHFWLFVRI$QRWKHU/LWWHU)RXQGHULQJ'HPRFUDF\¶OLR, 24 (2002), 113-131 (p. 121). 
76 
 
OHV DLUV P\WKRORJLTXHV¶µ5HFRQQDLVVDQFH GH GHWWHV¶ S . The absolute figures of the 
Erinyes function to permit an absolute experience of emotion. Myth, removed from the 
everyday, escapes pragmatic concerns and a social need for compromise and allows the 
audience to sympathise completely with the victims of the crime and be disgusted by the 
actions of the accused. As Dobson explains, the use of mythic characters thus reveals the 
extent to which we, in our everyday lives, must accepWPRGHUQWUDJHGLHVDQGDFWVDVµGHIHQFH
against the anaesthetic effects of mass-PHGLD FRYHUDJH RI FRQWHPSRUDU\ LQMXVWLFHV¶ 
µ$EVROXWH 3UHVHQW¶ S . The implication here is that however moralising or 
sensationalising mass-media coverage of certain events may be, it does not ultimately 
encourage full sympathy with the victims of atrocities nor inspire a criticism of the systems 
RIVRFLHW\&L[RXV¶VSOD\ZLOODLPWRDFKLHYHERWKRIWKHVHWKLQJV 
 
Within Ville parjureVHYHUDOGLIIHUHQWPRGHOVRIµMXVWLFH¶HPHUJH7KHPRGHORIMXVWLFHXVHG
by the imagined ville corresponds roughly to the justice of the contemporary legal system, the 
system through which Garetta, Allain and several members of the French government were 
tried in the wake of the real blood scandal. In response to the failings that they see in this 
V\VWHPWKHSOD\¶V(ULQ\HVFDOOIRUDUeturn to the vengeful justice, Dike, of which they were 
the arbiters in former times. A final model of justice is suggested by the Mother, who 
EHFRPHV WKH UHSUHVHQWDWLYHRI WKH VXIIHULQJRIYLFWLPVRI FULPH$\UHV OLNHQV WKH0RWKHU¶V
MXVWLFH WR WKH µUHVWRUDWLYH MXVWLFH¶ HQDFWHG E\ 6RXWK $IULFD¶V 7UXWK DQG 5HFRQFLOLDWLRQ
Committees after the end of Apartheid (Ayres, µ1RQ-3URVHFXWLRQ¶ p. 19). This chapter will 
examine and compare these different representations of justice.  
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The Justice Practised in the City 
0DU\1RRQDQFODLPVWKDWLWLVWKHHQWLUHµODZRIWKHGHPRFUDWLFVWDWH¶WKDWLVµSXWRQWULDO¶LQ
&L[RXV¶VSOD\103 Whilst it is problematic to characterise Ville parjure as an abstract critique 
of timeless structures given the importance of the Blood Scandal as a source for the play, it is 
possible to find in Ville parjure a larger criticism of the social order. Within Ville parjure, the 
social order and the legal system are inextricably tied. These ties are evident from the first 
appearance on stage of the two lawyers, Maîtres Brackmann and Marguerre, who represent 
X1 and X2. In scene II, Brackmann describes how he would have counselled his clients to 
accept a prison term as punishment for their involvement in the affair. Not only is a prison 
sentence bearable because there is, in the words of the cemetery guardian Eschyle, µXQWHUPH
jODHPSULVRQQHPHQW¶Ville parjure scene II, p. 29) but moreover, for Maître Brackmann  
 
Nous acceptons une sanction ingrate, cruelle,  
0DLVO¶KRPPHHVWQREOH 
Comme Goethe il aimHO¶RUGUHSDU-dessus tout. 
« Mieux vaut une injustice que le désordre. » 
Nous consentons à payer une note injuste 
Pour mettre un terme à ces bouleversements. (Ibid., p. 30) 
 
(VFK\OH¶VFRPPHQWLPSOLFLWO\SURPSWVDFRPSDULVRQEHWZHHQWKHVXIIHULQJRIWKHYLFWLPVRI
the crime, which will be endless, and that of the perpetrators, which has a legally sanctioned 
OLPLW,I(VFK\OH¶VFRPPHQWVHHPVELWWHUDQGLURQLFLWPD\EHEHFDXVHWKHUHLVDQDVVXPSWLRQ
that in a fair or just system, the suffering of the punished criminal should be commensurate 
with the suffering of their victim. Elsewhere in the play, the Mother suggests that it may be 
impossible and undesirable to measure and balance individual suffering in the way suggested 
here (Ville parjure, Scene XVII, p. 165). Even if such a thing were desirable, Eschyle is 
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 0DU\1RRQDQµ3HUIRUPLQJWKH9RLFHRI:ULWLQJLQWKH,Q-%HWZHHQ+pOqQH&L[RXV¶VLa Ville parjure¶
Nottingham French Studies, 38.1 (Spring 1999), 67-79 (p. 69). 
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indiFDWLQJWKDWLWZRXOGQRWEHSRVVLEOHJLYHQWKHDSSDUDWXVRIWKHVWDWH¶VMXVWLFHV\VWHP)RU
Maître Brackmann, the temporal limit that comes with all legal punishments becomes 
something to be celebrated, for it allows the client to bear the unjust prison sentence that he 
PXVWVXIIHUIRUWKHJUHDWHUJRRGRIWKHRUGHU(VFK\OHDJUHHVZLWK%UDFNPDQQWKDWWKHµQRWH¶
SDLG E\ WKH FULPLQDO ZLOO EH µLQMXVWH¶ EXW WKHUH LV DQ LURQLF ODFN RI XQGHUVWDQGLQJ RQ
%UDFNPDQQ¶VSDUWDVKHIDLOVWRVHHWKDW(VFK\OH¶VLGHDRIZKDWDMXVWUHDFWLRQWR;DQG;¶V
actions would be is not the same as his own.  
 
%UDFNPDQQ¶V speech begins to suggest the number of institutions tainted by the crimes of X1 
DQG ; %UDFNPDQQ DOZD\V XVHV WKH VXEMHFW µQRXV¶ DQG LQ WKLV ZD\ SRUWUD\V KLV FOLHQWV¶
ZLVKHV FXOSDELOLW\ DQG UHVSRQVLELOLWLHV DV LQVHSDUDEOH IURP KLV RZQ :LWK KLV µQRXV¶
Brackmann attempts to speak not just as himself and his client but as all of the men of the 
city, rendering his opinions unquestionable, shared, common sense. With their voices 
DSSURSULDWHGE\%UDFNPDQQ¶VSURQRXQDOORIWKHLQKDELWDQWVRIWKHFLW\DUHWDFLWO\SDVVLYHO\
playing some part in maintaining order as defined by the lawyer. It is only by setting 
themselves up outside of the city, in deliberate opposition to its order, that the Mother and her 
VXSSRUWHUVDYRLGLQFOXVLRQZLWKLQWKHRUGHU¶VµQRXV¶ 
 
$TXRWDWLRQIURP*RHWKHIRUPVWKHEDVLVRI0DvWUH%UDFNPDQQ¶VFDOOIRURUGHU7KHZULWLQJ
that Cixous performs in her own voice is deeply intertextual but whereas generally she uses 
quotations playfully, to encourage a consideration of multiple viewpoints, here Brackmann 
quotes a supposed authority in order to demonstrate his own learning and to render his 
RSLQLRQD[LRPDWLF0DvWUH%UDFNPDQQ¶VTXRWHPD\QRWLQLWVelf be enough to suggest that the 
education system and the literary canon are implicated in the maintenance of a fundamentally 
unjust system, particularly given the way that Eshyle is presented in Ville parjure as a 
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guardian of memory and protector of the PDUJLQDO +RZHYHU %UDFNPDQQ¶V TXRWH GRHV
suggest how knowledge can become a powerful tool for the construction of an 
XQTXHVWLRQDEOHVRFLDORUGHU*RHWKH¶VPD[LPFHUWDLQO\KDVFXUUHQF\ZLWKWKHHGXFDWHGHOLWHV
of the perjured city and, with the exception of a single doctor, Madame Lion, the medical 
profession decides to support X1 and X2 out of fear that condemning them would place their 
µRUGUH¶DWULVNVille parjure scene XIV, p. 146-9).  
 
Ville parjure¶VLQWHUWH[WXDOUHIHUHQFHVWRThe Eumenides suggest how the legal system of the 
FLW\VWDWHFDPHLQWREHLQJSUHFLVHO\VRWKDWµRUGUH¶FRXOGEHPDLQWDLQHG'HVSLWHKDYLQJNLOOHG
KLVPRWKHU2UHVWHVLVDFTXLWWHGE\$WKHQD¶VWULEXQDO104 His successful defence rests on three 
main arguments: firstly, he was acting on the instructions of a higher authority, Apollo;105 
secondly, his actions were only a response to the unnatural and disorderly actions of his 
mother (Eumenides, ll. 625-8, p. 50); and finally, he did not pose any threat to the city of 
Athens because he had ben cleansed (ibid., l. 445, p. 39). Thus the inaugural and model 
criminal trial (ibid., ll. 680-685, p. 53), which was set up in order to protect Athens from the 
wrath of the Erinyes (ibid., ll. 475-80, p. 40), shows with its result that the good of the city 
and the and the maintenance of order should be the standard by which guilt is judged.106 
Legal guilt is related to future threat and not only to past action, and so becomes negotiable. 
; DQG ;¶V GHIHQFH UHOLHV RQ WKH LGHD WKDW JXLOW FDQ EH SDVVHG RQ Wo others- for Dobson, 
SDVVHGOLNHDµEDWRQ¶IURPLQGLYLGXDl doctors to ministers and the state (Scene of Writing, p. 
108)- or mitigated by circumstances. 
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 Aeschylus, The Eumenides, in The Oresteia, trans. and with notes by Hugh Lloyd-Jones (London: 
Duckworth, 1982), l. 752 (p. 59) (Henceforth Eumenides).  
105
 (Eumenides, l. 594, p. 48). Apollo also claims to be acting on the authority of Zeus (Eumenides, ll. 615-618, 
p. 49). 
106
 The trial of Orestes will be discussed in more detail below, in relation to the Erinyes.  
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'XULQJ TXHVWLRQLQJ E\ WKH (ULQ\HV ; DWWULEXWHV WKH GHDWKV RI WKH 0RWKHU¶V FKLOGUHQ WR
µKRPLFLGHQDWXUHO¶EXWLVTXLFNO\FRUUHFWHGE\; 
 
Imbécile! Permettez! 
6¶LO\DHXIDXWHF¶HVWODIDXWHGHO¶eWDWpYLGHPPHQW 
&HX[GHO¶eWDWF¶HVW eux qui tracent le chemin 
Dont moi je suis la pente soumissieusement. (Ville parjure scene XII, pp. 
118-9) 
  
The deIHQFHRIµKRPLFLGHQDWXUHO¶GRHVDSSHDUULGLFXORXVJLYHQWKDWWKHFRQFHSWRIKRPLFLGH
H[LVWVZLWKLQOHJDOYRFDEXODU\WRGHVFULEHWKHNLOOLQJRIRQHSHUVRQE\DQRWKHU;¶VFOXPV\
phrase is both an indication of his lack of political skill and a suggestion of the ways in which 
the concepts of science, nature and necessity may be manipulated to justify the most 
unethical behaviours.  
 
Despite his violent rebuke to X2, X1still denies that individual conscious human agency is 
responsible for the affair. It is to the state that the Mother should look and X2 confirms that, 
LQWKLVDIIDLUµ&¶pWDLWjO¶eWDWGHQRXVLQWHUGLUHGHYHQGUHGHVSURGXLWVIUDSSpVG¶LQFHUWLWXGH¶
(Ville parjure scene XII, p. 119). ;¶V GHIHQFH LV FDUHIXOO\ ZRUGHG WR DYRLG FDWHJRULFDOO\
admitting that there was any fault, and he claims hyperbolically that he would rather die than 
ORVHµXQHVHXOHJRXWWHGHPRQLQQRFHQFH¶Ville parjure scene scene XVIII, p. 175). Not yet 
having been judged to be guilty, X1 is legally, and therefore in his eyes completely, innocent. 
Yet despite his efforts to deny any personal culpability, to assert that he was acting legally 
DQG WKHUHIRUH DFFHSWDEO\ ;¶V DGYHUE µVRXPLVVLHXVHPHQW¶ ZKLFK LV D FRPELQDWLRQ RI WKH
ideas of submission (se soumettre) and of tendering for a contract (soumissioner), reveals the 
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self-interested financial motivation that was at play in his actions. A critique of capitalism 
can be identified not only here but elsewhere in Ville parjure.107 
 
Cixous has suggested that the language of the Vichy and Nuremburg trials resonates 
WKURXJKRXW9LOOHSDUMXUH)RUWµ(WKLFV¶SThis is strikingly evident in the passage that 
has just been discussed. Elsewhere, in her characterisation of X1, Cixous borrowed elements 
of the biography of René Bousquet, a Vichy officer who had, in his youth, become famous 
for saving the lives of two young children. X1 describes how, as a young man, he saved two 
children from drowning. X1 claims that it is impossible that he would have then sent other 
children to their deaths: µ(QWUHFHWDFWHHWPRLVHGUHVVHXQHPXUDLOOHLPPHQVH,OQ\DSDVGH
SRUWH SDV GH IHQWH¶ 9LOOH SDUMXUH VFHQH ;9,,, SS -6). The metaphor of the wall is 
telling: the doctor will never be able to offer the Mother the genuine compassion, guilt, or 
sorrow that she wants of him, if only because he has, in his own mind, completely separated 
his speaking self from any knowledge of the crime. Cixous claims that she included the detail 
RI;¶VSDVWWRVKRZWKDWµFULPHLVQRWLQJUDLQHGWKDWLWLVDOZD\VDFKRLFH¶)RUWµ(WKLFV¶ p. 
435). This becomes evident even as X1 attempts to use his past to prove precisely the 
opposite. For X1, human nature is immutable and single faced: he is essentially good and 
therefore all of his actions must also be good. X1 and X2 are unable to comprehend their own 
guilt. 
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 The parallels with the French Blood Scandal here are interesting. Initially only Allain and Garetta faced 
charges related to the sale of the contaminated blood products. When criminal proceedings were later opened 
against government officials, these officials faced more serious charges, suggesting an expectation that the 
JRYHUQPHQWVKRXOGDGKHUHWRDKLJKHUPRUDOVWDQGDUG:KLOVWLQ&L[RXV¶VSOD\Whe King, head of state, is 
criticized for being uncaring and failing to take action against X1 and X2 (Ville parjure scene VIII, pp. 76-7), 
WKHUHLVQRVXJJHVWLRQWKDWKHZDVKLPVHOIDFWLYHO\LQYROYHGLQWKHDIIDLU,Q)UDQFH¶VUHDO%ORRG6FDQGDOWKH
government officials that delayed approval of the American Abbot HIV test are far more strongly implicated.  
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The Justice Practised by the Erinyes 
Through her introduction of the figures of the Erinyes, Cixous encourages the audience to trace the 
roots of this new justice back to the trial of Orestes as dramatized by Aeschylus in The Eumenides. 
)ROORZLQJ WKH LQVWUXFWLRQV RI $SROOR¶V RUDFOH 2UHVWHV Nills Clytemnestra, his mother, to avenge 
Agamemnon, his father, who had been killed by Clytemnestra and her lover Aegisthus in another act 
of vengeance: for the death of Iphigenia, the daughter of Clytemnestra and Agamemnon, who had 
been killed by her father in an attempt to appease the gods that were preventing his fleet from leaving 
the harbour at Tauris and joining the Trojan wars. The Erinyes, personified curses (Eumenides, 
Introduction, SDUHVXPPRQHGE\&O\WHPQHVWUD¶VJKRVWWRSXUVXHKHUVRQZKR ZLWK$SROOR¶VKHOS
KDVEHHQFOHDQVHGRIKLVFULPHE\EHLQJZDVKHGZLWKSLJ¶VEORRGLQDWHPSOHDQGKDVIOHGWR$WKHQV
On the Aeropagus, at the outskirts of Athens, the goddess Athena intervenes. She declares that a 
tribunal will be held to determine OreVWHV¶JXLOWZLWKDMXU\PDGHXSRIWKHWRZQVPHQRI$WKHQV7KLV
will be the first criminal trial, and it signals the abandonment of a law based on vengeance and the 
adoption of a law founded on the maintenance of order.  
 
Apollo argues for acquittal. Arguing eloquently for the mother and the importance of familial and 
maternal relationships, the Erinyes attempt to force Orestes to admit his guilt. When the jury finally 
YRWHWKHLUYRWHVDUHWLHG7KLVUHVXOWVLQ2UHVWHV¶DFTXLWWDO$WKHQDKDYLQJDOUHDG\GHclared that mercy 
is more important than harshness. The Erinyes, furious at the result, threaten to bring down disease 
and suffering on the city of Athens. Athena manages finally to placate the older goddesses, offering 
them a place within the new democratic order. If the Erinyes will only bless Athens and retreat 
underground, they will be honoured and have offerings made to them by the people of the city. When 
they agree to this compromise, the Erinyes are led off the stage in a grand procession, with the red 
UREHVZRUQE\$WKHQV¶IRUHLJQ-born population on feast days placed over their own black dress.  
 
The story of The Eumenides illustrates how the democratic state is built upon suppression. 
Brian Singleton demonstrates how, although The Eumenides ends with recognition that the 
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Erinyes play a vital role in assuring the health of the city, must perform this role from the 
underground, confined and permanently excluded from the city space.108 For Noonan, this is a 
suppression of the female (Noonan, p. 71): the Erinyes are always female figures, 109 and they 
DSSHDU DW WKH WULDO RI 2UHVWHV RQ EHKDOI RI D PRWKHU D µPRWKHU¶V EORRG GULYHV >WKHP@ RQ¶
(Eumenides, lo. 230, p. 25). Furthermore, Orestes is only acquitted when Athena accepts 
$SROOR¶V LPSUREDEOH DUJXPHQW that women are not necessary in either the conception or 
raising of children and that the man is more important than the woman in the running of the 
household (Eumenides, lines 658-666, p. 52 and lines 735-40, p. 58). As Sallie Goetsch 
argues, the portrayal of the suppression of the feminine may be seen in The Eumenides DVµDQ
H[SRVpUDWKHUWKDQDQHQGRUVHPHQW¶PDNLQJWKHVXSSUHVVLRQHYLGHQWUDWKHUWKDQFHOHEUDWLQJ
it.110 A suppression of the foreign is also identifiable. The procession that leads the Erinyes 
off stage may be celebratory, but they depart as foreigners, deliberately marked out with 
bright robes that efface their identities. They are no longer black daughters of the night and 
now express through their clothing an identity based only on their foreignness, to be 
conflated with any other strangers.111 Finally, the suppression of the Erinyes is also a 
suppression of a certain model of justice. The Erinyes are the servants of the goddess Dike, 
justice, who is dear to Zeus (Eumenides, Introduction, p. 5). Dike PHDQVYDULRXVO\µULJKWDQG
ZURQJ¶ µSXQLVKPHQW¶ DQG µMXGLFLDO SURFHHGLQJV¶ DQG $ODQ + 6RPPHUVWHLQ DUJXHV LW FDQ
µRQO\DFWWKURXJKZUDWKIXOYLROHQFH¶6RPPHUVWHLQSDike always serves to perpetuate 
a cycle of violence (ibid., pp. 195, 197). Nevertheless, Dike is a justice that is certain, clear, 
and will always find its criminal, or their descendants (ibid., p. 201). Mnouchkine indicates 
that it is the suppression of the Erinyes, the adoption of a merciful but uncertain human 
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 %ULDQ6LQJOHWRQµ%RG\3ROLWLFVWKH$FWRUDV0DVNLQWKH7KpkWUHGX6ROHLO¶VLes Atrides and La Ville 
parjure¶Modern Drama, 39.4 (1996), 618-625 (p. 623). 
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 Alan H. Sommerstein, Aeschylean Tragedy, 2nd edn (London: Duckworth, 2010), p. 190. 
1106DOOLH*RHWVFKµ3OD\LQJDJDLQVWWKH7H[W³/HV$WULGHV´DQGWKH+LVWRU\RI5HDGLQJ$HVFK\OXV¶TDR, 38.3 
(Autumn 1994), 75-95 (p. 88). 
111
 Cf. Ville parjure scene V, p. 55. The Erinyes describe being led underground dressed in red and are corrected 
by Eschyle. The Erinyes, he says, always wore black.  
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justice and the rejection of Dike that makes the advent of democracy possible in The 
Eumenides.112  
 
The movement into democracy cannot therefore be understood simply as progress, for with 
the suppression of the Erinyes and Dike society also suffered a significant loss (Fort, µ(WKLFV¶ 
p. 431). Goetsch criticises those who read The Eumenides as a play with a happy ending, 
rejoicing in the triumph of democracy (Goetsch p. 76). The Erinyes of Ville parjure bitterly 
regret the sacrifice that they made for democracy. Democracy has flourished whilst they were 
underground but nothing important has improved, save the invention of the telephone (Ville 
parjure scene V, pp. 55-6). This is not to deny that democracy is generally a better system 
than what came before, but merely to recognise the losses and exclusions that have made it 
possible.  
 
+DYLQJORVWVRPXFKDWWKHWULDORI2UHVWHVWKH(ULQ\HVDUHLQLWLDOO\VXVSLFLRXVRI(VFK\OH¶V
proposition that a new trial be held at the cemetery (Ville parjure scene VII, pp. 70-71). One 
of the Erinyes states that: 
 
,OQ¶HVWDXFXQétat aussi insupportable 
Que celui des plaignants quHO¶RQHQYRLHDXWULEXQDO 
En leur ayant, au préalable, coupé la propre langue (Ibid., p. 70) 
 
If the removal of the Erinyes was supposed to have taken the violence from justice, then it 
has failed. All of those who go to tribunals have first had their tongues cut out. Whilst 
perhaps the vividly violent image used here reflects only the bloodthirstiness of the Erinyes, 
it is worth considering the larger point, that there is violence or an injustice in tribunals where 
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 $OIUHG6LPRQµ7KH6SDFHRI7UDJHG\¶LQWHUYLHZZLWK$ULDQH0QRXFKNLQHLQSourcebook, ed. by David 
Williams, pp. 187-198 (p. 193). 
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representatives speak for the victims. The Erinyes often take charge in the questioning of X1 
and X2, but they speak only for themselves and their own notions of justice and not for their 
ally and commander, the Mother. Maîtres Brackmann and Marguerre, the lawyers that 
represent X1 and X2, do not emerge from Ville parjure as positive figures. The playful 
HORTXHQFHRI(VFK\OHPDNHVDPRFNHU\RI%UDFNPDQQDQG0DUJXHUUH¶VVXSSRVHGOLQJXLVWLF
skills, howeveU µVPRRWK-WDONLQJ¶ $\UHV KROGV WKHP WR EH $\UHV S  DQG WKH ODZ\HUV
DSSHDU WREHDV FDOORXV DV WKHLU FOLHQWVZKHQ LQ UHVSRQVH WR;DQG;¶VFULPHV WKH\FDQ
only offer the Mother money whilst becoming increasingly openly irritated by her (Ville 
parjure scene II). Representatives are shown not to be ideal figures of legal wisdom and 
XQGHUVWDQGLQJ0RUHWKDQWKLVWKHGHQLDORIWKHYLFWLP¶VULJKWWRVSHDNRXWLQFRXUWPHDQVWKDW
the emotional impact of the crime is systematically excluded from consideration, as another 
of the Erinyes points out (ibid. scene VII, p. 71). Certainly following the trials of Fabius, 
Dufoix and Hervé, the families of those infected by HIV during the Blood Scandal 
complained that the judgements reflected political expediency and ignored their suffering 
(BBC, ta santé). Any attempt to include an assessment of the emotional impact of crimes 
within the justice system would raise further practical and ethical concerns: it may be 
traumatic for victims to have to confront those who perpetrated crimes against them or 
GLIILFXOWWRMXGJHKRZJHQXLQHDFFRXQWVRIWKHFULPH¶VLPSDFWDUH7KH(ULQ\HVWKXVVXJJHVWD
problem that may exist within the French justice system, without giving a comprehensive 
response to it. This is not necessarily DVKRUWFRPLQJRI&L[RXV¶VSOD\IRUWKHSXUSRVHRIKHU
presentation of these models of justice may be to stimulate debate rather than to provide a 
coherent manifesto for social change.  
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7KH(ULQ\HV¶ FDOO IRUGLUHFWQHVV LV QRW OLPLWHG WR DGHVLUH IRUERWK victims and criminals to 
speak for themselves but extends to a call for the use of direct language. Thus, as Cixous 
KLJKOLJKWVLQKHULQWHUYLHZZLWK)RUWWKH(ULQ\HVLQVLVWWKDWWKHZRUGµFULPH¶EHXVHGUDWKHU
WKDQµKRPLFLGH¶)RUWµ(WKLFV¶p. 434). In 5RODQG%DUWKHV¶VDFFRXQWRIWKH'RPLQLFLWULDOKH
KLJKOLJKWHGKRZWKHODQJXDJHXVHGE\WKHOHJDOV\VWHPDVVXPHGE\WKHPWREHµXQLYHUVHO¶
ZDV LQ IDFW D µSDUWLFXOLHU¶ IRUP RI ODQJXDJH DQG WKDW FRQVHTXHQWO\ WKHUH ZDV D JDS LQ
understanding between the accused, Gaston Dominici, and the legal establishment who were 
trying him. Imposing models taken from literature onto the psychology of Dominici, the legal 
establishment assumed his guilt.113 ;¶V VXUSULVH DQG GLVPD\ DW KHDULQJ WKH ZRUG µFULPH¶
used to describe his actions demonstrates just how effectively legal vocabulary can be used to 
disguise wrongdoing (Ville parjure scene XII, p. 116). This was made particularly apparent 
GXULQJ)UDQFH¶V%ORRG6FDQGDOZKHUH*DUHWWDDQG$OODLQZHUHILUVWWULHGIRUµPHUFKDndising 
IUDXG¶ $\UHV S  D FKDUJH WKDW VHHPV VR SURIRXQGO\ LQDGHTXDWH LQ FRPSDULVRQ ZLWK WKH
consequences of their actions that the effect is darkly comic. When the Erinyes lament that 
µ$XWUHIRLVTXDQGQRXVIDLVLRQVSDUWLHGXSD\VDJHGXFULPH7RXWDssassin savait clairement 
TX¶LO pWDLW DVVDVVLQ¶ Ville parjure scene V, p. 57), they suggest that their uncompromising 
directness is necessary if criminals are always to know that they have done wrong. X1 cannot 
have compassion for the Mother because of the wall between himself and his guilt, a wall 
which could only be built in the absence of the Erinyes.  
 
Whilst Ville parjure GRHV WKHQ KLJKOLJKW VHYHUDO SRVLWLYH IHDWXUHV RI WKH (ULQ\HV¶ Dike, it 
also suggests the impossibility and undesirability of a return to such a justice. The violence of 
the Erinyes is made cleDUWKURXJKRXWWKHSOD\µ(QXQFOLQG¶RHLO1RXVO¶pJRUJHRQVFRPPH
XQFRFKRQ¶VD\WKH(ULQ\HVRI;DQG;Ville parjure scene VII, p. 69), the entire medical 
                                                 
113
 Roland Barthes, µ'RPLQLFLRXOHWULRPSKHGHOD/LWWpUDWXUH¶Mythologies (Paris: Éditions Points, 1970), pp. 
47-50.  
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RUGHUZLOOVXIIHUµ'HVMHWVGHVDQJERXLOODQWVXUWDFDOYLWLH¶Ville parjure scene XIV, p. 155), 
DQGHYHQZKHQWKHFHPHWHU\RIWKHLUDOOLHVLVGHVWUR\HGµ3RXUQRXVF¶HVWWUqVH[FHOOHQW¶Ville 
parjure scene XIX, p. 182). Violence evoked in this joyful, comic way is enjoyable to read 
and expresses an attractive physicality which seems to be an extension of the positive 
directness of the Erinyes. Nevertheless, this embrace of violence may be more chilling than 
comic in performance and, as the Mother constantly reminds the audience, if such violence 
were actually realised it would be horrific.  
 
Cixous argues that we cannot truly wish to return to a system of violent retribution (Fort, 
µ(WKLFV¶ p. 448). If the Erinyes are at pains to evoke their former power (Ville parjure scene 
V, p. 59), it is not at all clear that they are justified in their evaluation of their importance. 
Exaggerated exclamations of fear at the suggestion that the naming of the doctors designated 
X1 and X2 may be grounds for libel action illustrate humorously the fallibility of these 
deities who have already lost their freedom once (ibid., p. 58). Goetsch complains that the 
(ULQ\HVRI0QRXFKNLQH¶VEumenides are not terrible figures of power and fear but elderly and 
ridiculous (Goetsch p. 85). The Erinyes of Ville parjure are similarly aged and comic.114 This 
should not be seen as a mistake of staging but as vital to their characterisation. The Erinyes of 
The Eumenides do not choose to go underground because they are stupid or fooled by 
Athena, but because they are aware that they have become an anachronism in the new 
democratic state. Dike is more cruel than it is praiseworthy, and it is moreover a system 
whose time has passed.  
 
                                                 
114
 0QRXFKNLQHLVHDJHUWRSRLQWRXWWKDWWKLVKXPRXUGRHVQRWDPRXQWWRGHULVLRQRIWKH(ULQ\HVµ6SDFHRI
7UDJHG\¶ Sourcebook, p. 194). Running-Johnson shows that the humour of the Erinyes is a vital mechanism for 
WKHUHOHDVHRIWHQVLRQLQWKHSOD\µ7KHDWULFDO5HDZDNHQLQJ¶S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The Justice Practised by the Mother 
7KH SOD\¶V ILQDO PRGHO RI MXVWLFH LQ WKH SOD\ LV WKDW ZKLFK LV FKDPSLRQHG E\ WKH 0RWKHU
Prenowitz argues that the mother µUHIXVHVWRHQWHUDQ\RIWKHPXUGHURXVFLUFOHVRIVDFULILFH
WKRVHRIWKH(ULQ\HVWKRVHRI$WKHQD¶3UHQRZLW]µ)RXQGHULQJ'HPRFUDF\¶ p. 126). She will 
neither sacrifice her call for justice in the name of the maintenance of society, nor call for 
others WREHNLOOHGWRVDWLVI\DGHVLUHIRUUHYHQJH0DUWKD:DONHUGLVFXVVHVKRZWKH0RWKHU¶V
MXVWLFHµZKLOHSDVVLRQDWHLVQRQ-YLROHQW¶115 and this leads the Erinyes and the Mother to clash 
at several points (Ville parjure scene V, pp. 60-1 and scene VII pp. 68-9). If its bloody 
violence was one of the factors that meant that Dike was no longer possible within our 
VRFLHW\ WKHQ WKH0RWKHU¶V MXVWLFHPD\VHHPWREHDPRUHDSSURSULDWHPRGHO IRU WRGD\<HW
WKLVGRHVQRWLPSO\WKDWWKH0RWKHU¶VMXVWLFHLVWKHVDPHRIWhat of Ville parjure¶VGHPRFUDWLF
city. Her justice is not based on exclusion and it welcomes honest and direct speech. For 
'REVRQLW LVKHUµSXUHDQGSODLQWLYHYRLFH¶WKDWFKDUDFWHULVHVWKH0RWKHU'REVRQScene of 
WritingS$\UHVDUJXHVWKDWµ&L[RXV¶VSOD\PD\EHFRQVLGHUHGYHQJHDQFHEHFDXVHLW
DOORZV WKHPRWKHU WR H[SUHVV ³the wording of indignation´ $\UHVS  \HW WKH0RWKHU¶V
voice asks for compassion and not vengeance. She can speak out against the problems of the 
democratic city without asking for a violent response to them. Ayres does seem to be 
VXJJHVWLQJ D PRUH DEVWUDFW NLQG RI YHQJHDQFH EXW DQ\ NLQG RI DQ µH\H-for-an-H\H¶ WKDW
suggests that there can be an equivalent to the pain of the loss of her children, would be 
rejected by the Mother.116 The Mother resists the violences of the Erinyes and the city and 
argues in her powerful voice for a different kind of justice, her own.  
 
                                                 
115
 Martha Walker, µ5HKDELOLWDWLQJIHPLQLVWSROLWLFVDQGSROLWLFDOWKHDWUH+pOqQH&L[RXV¶VLa Ville parjure ou le 
Réveil des Erinyes DWWKH7KpkWUHGX6ROHLO¶Modern and Contemporary France, 9.4 (2001), 495-506 (p. 498). 
116
 Cf. Ville parjure, scene XVII, pp. 164-5, where the Mother becomes angry at the suggestion that the death of 
WKH4XHHQ¶VFKLOGUHQFDQEHFRPSDUHGWRWKHPXUGHURIKHURZQ 
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Whereas the Erinyes refuse to compromise, retain their violent attitude, what the Mother 
demands from X1 and X2 changes throughout the play. Her first words are full of anger 
towards the city, which is imagined as a wolf-serpent, masculine, threatening and full of 
corrupt temptation. She curses the city: 
 
Reste étroitement refermé sur toi-même, Hôpital-Capitale, 
Tiens tes mâchoires serrées sur ta langue 
Qui se dresse venimeuse dedans la Ville 
Comme un monument de mensonge,   
Avale tes propres morves infectieuses. (Ville parjure scene I, p. 20) 
 
The words are bitter, but their violence is not the same as that of the Erinyes. What the 
Mother desires is for the city to suffer from its own cruelty and contradictions. Unable to give 
the Mother compassion or to reach out to any other person, it must close in on itself and bite 
its own tongue, the tongue that can only lie. The city must swallow its own infected snot, a 
bodily fluid which is not ambiguous like the blood that both gives life and signals the end of 
it, EXWDOUHDG\DVLJQRI LOOQHVV/DWHUZKHQWKH0RWKHUZDQWV;DQG;WRGLHµGHKRQWH
peut-rWUH¶Ville parjure scene VII, p. 69), she displays the same desire for a punishment born 
directly from the fault, not imposed from the outside.  
 
7KH0RWKHU¶VGesire for X1 and X2 to die from shame is also a desire for them to understand 
their crimes and the consequences that they have had. If X1 and X2 felt shame, it would 
mean that they had acknowledged that their actions were criminal, unacceptable, and had 
caused pain. Yet the law of the city has made it structurally impossible for X1 and X2 to 
DFNQRZOHGJH VXFK D WKLQJ 7KH\ DUH VKHOWHUHG IURP WKH ZRUG µFULPH¶ DQG VHH OHJDOLW\ DQG
DFFHSWDELOLW\DVLGHQWLFDO7KHUHUHPDLQVRIWKH0RWKHU¶VSOHDRQO\WKHZLVKWKDt they see the 
SDLQWKDWWKHLUDFWLRQVKDYHFDXVHGDQGUHFRJQLVLQJWKLVDVNIRUµSDUGRQ¶Ville parjure scene 
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;,,S1RRQDQDUJXHV WKDW µ7KH LPSRVVLEOHZRUG²³3DUGRQ´²VHSDUDWHV WZRZRUOGV¶
(Noonan p. 69). It is perhaps rather true that the debate over the word emblematic of divisions 
that already exist between the three worlds of the Mother, the Erinyes and the City. If pardon 
LVGHPDQGHGDQGJUDQWHGLWZLOO1RRQDQREVHUYHVµRSHQWKHIORRGJDWHVRIJUDFH¶DQGHQGWKH
conflict (Noonan p. 69). The MoWKHUH[SODLQVWKDWRQFHWKHZRUGµSDUGRQ¶LVVDLG 
 
Les grandes portes du ciel où demeure la Grâce 
Qui efface tous les ressentiments 
6¶RXYUHnt aussitôt et tous ceux 
Qui, en ce moment, même, VRQWDUPpVMXVTX¶DX[GHQWV 
'DQVOHVGHX[FDPSVG¶XQFRPPXQDFcord 
6RUWHQWGHO¶(QIHU 
Où QRXVERXLOORQVGHSXLVWDQWG¶DQQpHVVille parjure, scene XII, p. 115) 
 
When pardon is asked and granted, each party approaches the other. The Mother demands 
compassion from X1 and X2, but also asks to be allowed to know and understand them (ibid. 
VFHQH;9,,,S,WFRXOGEHWKDWWKLVPXWXDOPRYHPHQWLVWKHNLQGRIµFRPPXQDFFRUG¶
that will allow society to move out of the Hell that it currently occupies.  
 
For Ayres, this justice based on pardon is similar to the model established in post-Apartheid 
South-$IULFD¶V 7UXWK DQG 5HFRQFLOLDWLRQ &RPPLWWHHV 75&V LQ ZKLFK WKRVH suspected of 
involvement in the crimes of Apartheid were obliged to testify in front of a court including 
WKHLUYLFWLPVRUWKHYLFWLP¶VVXUYLYRUV/HJDODPQHVW\ZDVDYDLODEOHIRUWKRVHZKRJDYHµIXOO
GLVFORVXUH¶ RI WKHLU FULPHV DQG ZKRVH DFWLRQV ZHUH IRXQd to be associated with political 
objectives. Additionally, defendants could ask for the forgiveness of their former victims 
(Ayres, µQRQ-SURVHFXWLRQ¶ pp. 20-2, 25). Ayres argues for the social value of forgiveness, 
ZKLFK FDQ DOORZ D YLFWLP WR µUHDVVHUW Wheir own power and re-establish their own dignity, 
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ZKLOHDOVRWHDFKLQJZURQJGRHUVWKHHIIHFWVRIWKHLUKDUPIXODFWLRQV¶LELGS$V$\UHV
DFNQRZOHGJHVKRZHYHUWKHGRFWRUV¶IDLOXUHWRUHFRJQLVHWKHLUFULPHVPHDQVWKDWRQWKLVOHYHO
WKH0RWKHU¶VDWWempts for justice have failed (ibid., p. 15): the wrongdoers do not learn the 
effects of their harmful actions and to this extent refuse to allow the mother any power over 
them. 
 
 Nevertheless, Ayres suggests that the Mother should perhaps still forgive X1 and X2, since 
µIRUJLYHQHVV PLJKW EH HVVHQWLDO QRW MXVW IRU D YLFWLP WR KHDO DQG PRYH RQ EXW DOVR IRU D
VRFLHW\WRPRYHRQDIWHUDPDVVDWURFLW\¶$\UHVµQRQ-SURVHFXWLRQ¶p. 19). Such was the case 
LQ 6RXWK $IULFD¶V 75&V ZKHUH UH-integration was made a priority and forgiveness, either 
legal or individual, was granted to some of those who had not asked for it (ibid., p. 25). In 
Ville parjureWKH4XHHQDUJXHVWKDWWKH0RWKHUVKRXOGDWDOORZKHUVRFLHW\WRµPRYHRQ¶E\DW
least giving the appearance of forgiving X1 and X2. She comes to the Mother and asks her to 
drop the prosecution of X1 and X2 for the good of the nation and the remaining haemophiliac 
children (Ville parjure, scene XVII, pp. 166-,IWKH0RWKHUDFFHSWVWKH4XHHQ¶VRIIHURIDQ
alliance, the haemophiliac children will receive high quality medical care; if she refuses, far-
right nationalist forces will come to power (ibid.). Apparently the Queen is making the 
Mother the same offer as Athena made the Erinyes. Forget, she says, come somehow into the 
city, and the suppression of your call for justice will be the foundation of a better society.117 
We see that a refusal to follow the cause of absolute justice may not be the result of 
corruption and avarice, but stem from pragmatic altruism. The MothHU¶V UHIXVDO RI WKH
4XHHQ¶V RIIHU VXJJHVWV SHUKDSV WKDW LW LV QRW HQRXJK WR ZRUN IRU VPDOO-scale social 
improvements if these leave an unjust system more generally intact. Yet as the scene is split 
                                                 
117
 There is not enough space here for an examination of the role of memory in Ville parjure. The play opens up 
interesting questions of how memory, linked to poetry, can act as a bulwark against a relativist perspective that 
can rationalise all past injustices. 
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between the equally powerful voices of Mother and Queen, it is clear that the question is not 
an easy one to resolve.  
 
7KH0RWKHU¶VLQFHVVDQWFDOOVIRUMXVWLFHXOWLPDWHO\UHVXOWLQWKHGHDWKVRIKHUVHOIDQGDOORIKHU
supporters. The fascist leader Forzza, victorious in the elections, foreshadows Nicolas 
6DUNR]\¶VQRWRULRXVUHPDUNVDERXWWKHULRWHUVLQFDOOLQJIRUWKHFHPHWHU\¶VµUDFDLOOH¶WR
be washed away (Ville parjure scene XIX, S1RRQDQ¶VµIORRGJDWHV¶KDYHQRWUHOHDVHG
grace but destruction (Noonan, p. 69). Indeed where once God flooded the Earth and saved 
only Noah, now the corrupt city will sanitise itself by the death of the just (Ville parjure 
VFHQH;;,S+HUHZHVHHWKHIUDJLOLW\RIWKH0RWKHU¶VMXVWLFHZKLFKODFNVHLWKHUWKH
VWDWHDSSDUDWXVRIFLW\ODZRUWKH(ULQ\HV¶YLROHQFe and so is open to attack and ruin. Cixous 
does not produce a utopian play in which an ideal mode of justice triumphs. An epilogue, 
which sees the Mother and her allies in a heavenly space asking the audience to take 
responsibility for political action and was added to mitigate the relentless tragedy of the 
SOD\¶V ILQDOH )RUW µ(WKLFV¶ pp. 449-50), has been seen as unconvincing by some (Cf. 
Dobson, Scene of writing, p. 114) and moreover does not change the fact of the Mother¶V
death and failure to establish a new mode of justice. In Ville parjure it is both impossible and 
dangerous to change justice from a position of marginality. 
 
Conclusion 
Ville parjure VKRZV WKHGHPRFUDWLF VWDWH¶V OHJDO V\VWHP WR IXQFWLRQ IRU WKH PDLQWHQDQFH RI
order and not the pursuit of justice. Thus crimes that do not threaten the order, crimes against 
the marginal, are inadequately punished. Order, law, and morality have become closely 
linked in complex ways and so it is difficult to recognise that certain actions are wrong, and 
that the individual perpetrator and not wider systems or the state should take responsibility 
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for them. When the Erinyes return and in a positive way attempt to force recognition of these 
truths, they also bring with them an ideal of violent retribution that is unwelcome. The 
Mother attempts to go further than the Erinyes and force criminals to recognise their crimes, 
as well as the impact that they have had, and to demand forgiveness. This demand for pardon 
UHSODFHV WKH (ULQ\HV¶ EORRG\ SXQLVKPHQWV DV WKH XOtimate goal of justice. This is not to 
suggest that the Mother has created a new, ideal, mode of justice, synthesised from the 
opposing modes of Erinyes and the city. What the Mother demands is something entirely 
new, compassion and understanding, which reTXLUHWKH(ULQ\HV¶UHFRJQLWLRQRIFULPHDQGWKH
FLW\¶VUHMHFWLRQRIEORRGVKHGEXWDUHQRWVLPSO\WKHXQLRQRIWKHWZR7KH\DUHDWWHPSWVWR
connect to others.  
 
+RZHYHU SRVLWLYH WKH 0RWKHU¶V PRGHO RI MXVWLFH PD\ DSSHDU LW LV VWLOO XOWLPDWHO\
unsuccessful. The Mother fails to gain an admission of guilt or attempt at sympathy from X1 
or X2. Perhaps her justice, then, is only ever going to be possible in the theatre¶V SHUIHFW
tribunal. It could be that the laws of the city are too deeply ingrained for any new model of 
justice to have a chance of success. The existence of the Mother, the Chorus, Mme. Lion and 
to an extent the Queen, suggests that this is not necessarily the case. What can perhaps be 
taken from Ville parjure is a recognition that problems exist in our current justice system and 
that the solution is not a return to violent vengeance but may be an admission of the value of 
emotion and compassion. This wilOQRWEHHDV\WRLQVWLWXWHWKHSOD\¶VHQGVKRZVWKHQDLYHW\
of hopes to institute a compassionate justice model without any threat of sanction or 
legitimated source of power. Ville parjure¶VILQDOVFHQHGRHVQHYHUWKHOHVVOHDYHWKHDXGLHQFH
with an explicit obligation to try.  
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Chapter Five: Tragedy and Tambours sur la digue (1999)  
 
7KH 7KpkWUH GX 6ROHLO¶V  SURGXFWLRQ RI &L[RXV¶V Tambours sur la digue was both 
commercially and critically successful: 150, 000 people saw the play during its run at the 
Cartoucherie and its three tours,118 and it was awarded three Molière awards (Dobson, Scene 
of Writing, p. 7). The staging of Tambours was particularly praised for its innovation. 
Tambours LV DSOD\ µ6RXV IRUPHGHSLqFHDQFLHQQHSRXUPDULRQHWWHV MRXpHSDU OHV DFWHXUV¶
/D\HUV RI PDNHXS ZHUH XVHG WR JLYH WKH DFWRUV¶ IDFHV WKH DSSHDUDQFH RI SXSSHWV DQG HDFK
character was accompanied by at least one manipulateur, dressed in black, who seemed to be 
controlling all of their movements. The play is set in an imagined Asian country, ruled by the 
aged Seigneur Khang. In its opening scene, a seer visits the Seigneur to prophesy a flood that 
will destroy the kingdom. This flood cannot be prevented, for the forest that could have 
absorbed some of the water has been destroyHGE\.KDQJ¶VQHSKHZ6HLJQHXU+XQ.KDQJ
can only protect part of the country by choosing to flood another. Separate dams protect the 
countryside, the wealthy industrial area to the north of the city, and the densely populated 
area that is also home to thH FLW\¶V WKHDWUHV DQG OLEUDULHV 8QDEOH WR GHFLGH ZKLFK GDP WR
breach and abandoned by his advisers, including his trusted Chancellor, Khang tacitly gives 
Hun permission to cause a fatal breach in the Digue aux Cerisiers which protects the 
countryside. HowHYHUZKHQ+XQ¶VIRUFHVDUULYHWRGHVWUR\WKHGDPWKH\ILQGWKDWLWLQWXUQ
LVSURWHFWHG'XDQWKHVHHU¶VGDXJKWHUKDVDVVHPEOHGDJURXSRIGUXPPHUVZKRVLWDERYHWKH
dam and beat different rhythms to warn the population of different threats, and Wang Po, the 
&KDQFHOORU¶V VHFUHWDU\ KDV DVVHPEOHG DQ DUP\ RI SHDVDQWV ZKR DUH DEOH WR GHIHDW +XQ¶V
WURRSV :KHQ DQ H[LVWLQJ ZHDNQHVV LQ WKH FLW\¶V GHIHQFHV FDXVHV ERWK SDUWV RI WKH FLW\ WR
                                                 
118
 The play toured Bâle and Anvers in 2000, Lyon, Montréal Tokyo and Seoul in 2001, and  
Sydney in 2002. Information taken from the website of the Théâtre du Soleil <http://www.theatre-du-
soleil.fr/thsol/nos-spectacles-et-nos-films/nos-spectacles/tambours-sur-la-digue-1999,161/?lang=fr> [accessed 
24 May 2012]. 
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flood, Khang sends his own forces to destroy the Digue aux Cerisiers. As the entire kingdom 
is finally submerged, the only survivor is Baï Ju, the owner of the puppet theatre, who fishes 
normal-VL]HGSXSSHWYHUVLRQVRI WKHSOD\¶VFKDUDFWHUVRXWRI WKHZDWHU WKDWKDVFRYHUHG WKH
stage.  
 
Judith G. Miller, who translated TamboursKDVGHVFULEHGLWDVDQµHQDFWHGULWXDORIPRUDOLW\¶
WKURXJKRXWZKLFKWKHFKDUDFWHUVIDFHWKHGLOHPPDRIµWKHHWKLFDOTXHVWLRQRIZKDWLWPHDQVWR
EH YLUWXRXV¶119 When the Chancellor is considering how he will advise his Seigneur, he 
outlines the differeQWSRVVLEOHFRXUVHVRIDFWLRQDQGILQLVKHVE\PXWWHULQJµ/¶KRPPHYHUWXHX[
VHUDFHOXLTXL«¶Tambours, p. 15). The Chancellor at least believes that the Seigneur should 
be concerned with acting virtuously, ethically, and not simply be guided by political 
expediency. Elsewhere in the play, however, there seems to be some ambivalence about the 
YDOXH RI HWKLFV :KHQ WZR ILVKHUPHQ GHFLGH WR SXW DVLGH WKHLU UHVHUYDWLRQV DQG µFRXSH OHV
IRUrWV¶ZRUNLQJIRU6HLJQHXU+XQWKH\GHPDQGWKDWµQXOQ¶DLOOHQRXVMXJHU¶Ior their actions 
KDYH EHHQ IRUFHG E\ WKHLU KXQJHU DQG µFH PDXGLW )OHXYH¶ Tambours pp. 28-9). The 
ILVKHUPHQ¶VIHDURIMXGJHPHQWDQGLQLWLDOUHVHUYDWLRQVLQGLFDWHWKHLPSRrtance of an absolute 
ethical right and wrong, but their ultimate denial of the audienFH¶VULJKWWRMXGJHVXJJHVWVWKH
impossibility of living up to such standards within the negotiated world. Likewise, when the 
Monk comes to advise Khang he suggests that the ruler allow himself to be guided by certain 
HWKLFDOSULQFLSOHV.KDQJLV WRµ*DUGH-WRLGHIDLUHOHPDXYDLVFKRL[DQGWRµ)DLV OHFKRL[OH
PRLQVPDXYDLVSRVVLEOH¶Tambours, p. 31). Failing to provide any criteria by which Khang 
FRXOGGHFLGHZKLFKFKRLFHLVWKHµPRLQVPDXYDLV¶RUHYHQµSRVVLEOH¶WKHDGYLFHLVKRSHOHVVO\
vague and only serves to frustrate the Seigneur. Once more, the first instinct of the character 
has been to consider ethics, but it has become evident that considering a question in the light 
                                                 
119
 -XGLWK*0LOOHUµ7UDQVODWLQJ+pOqQH&L[RXV¶VTambours sur la digueWKH,QHIIDEOHRQ6WDJH¶LQJoyful 
Babel, 183-196 (pp. 190, 193). 
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of ethics alone will not provide an adequate solution. Peter Norrish has described how, since 
the end of World War Two, the French public has had an expectation that writers would 
SURYLGH µQRW RQO\ DQDO\VLV RI WKH KXPDQ FRQGLWLRQ DQG LWV SUHGLFDPHQWV EXW VROXWLRQV WR
WKHP¶ ZKLFK KDV OHG LQ WKH WKHDWUH WR H[WHQVLYH H[SHULPHQWV ZLWK the genre of tragedy.120 
Tragedy became a forum for the posing of the ethical question of how to act in the light of 
our faults.121 This chapter considers Tambours in the light of the conventions of tragedy and 
DWWHPSWVWR LGHQWLI\ZKDW&L[RXV¶VXVHDQGPDQLSXODWLRQRI WKLV WKHDWULFDOJHQUHPD\UHYHDO
about her ethics. It will begin by briefly discussing the genre of tragedy in an attempt to 
identify its features, and then move on to an examination of certain elements of the tragic 
genre as they appear in Tambours.  
 
It may seem banal to point out that tragedy is a theatrical genre with a long history and one to 
which a great deal of critical and philosophical attention has been paid in the past, but it is 
equally important to acknowledge this long tradition in order to avoid presenting the use of 
tragedy by Cixous or other twentieth-century French dramatists as exceptional. Indeed, in his 
discussion of modern tragedy, Raymond Williams describes how their conception of this 
WUDGLWLRQKDVEHHQRIYLWDOLPSRUWDQFHIRUSOD\ZULJKWVZKRVHHWKHPVHOYHVDVµFRQWULEXWLQJWR
DFRPPRQLGHDRUIRUP¶122 This is an attitude which he criticises, for it tends to downplay the 
changes that the concept of tragedy has undergone in its history (ibid.). Given the 
complexities of the tragic tradition, there is clearly, as Norrish argues, a need for flexibility in 
any definition of tragedy (Norrish, New Tragedy, p. 6). Yet, as Norrish goes on to say, this 
does not mean that it is impossible to identify certain features that normally characterise the 
WUDJLFDQGIRU1RUULVKµFKLHIDPRQJWKHVHLVLQWHQVHVXIIHULQJ¶1RUULVKNew Tragedy, p. 6). 
                                                 
120
 Peter Norrish, New Tragedy and Comedy in France, 1945-70 (Basingstoke: Macmillan, 1988), p. 1.  
121
 To claim that tragedy took on this function in the hands of playwrights working during and after the war is 
not to deny that tragedy may also have had an ethical function previously. Nor is it impossible for comedy to be 
used to investigate the same ethical questions, as Norrish indicates (Norrish, New Tragedy, p. 3). 
122
 Raymond Williams, Modern Tragedy (London: Chatto and Windus, 1966), p. 15. 
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This chapter will first of all consider whether the suffering of Tambours¶VFKDUDFWHUVLVUHDOO\
H[SHULHQFHGDVµLQWHQVH¶JLYHQWKDW WKH\DUHDOOSRUWUD\HGDVSXSSHWV ,Q&L[RXV¶VHVVD\µ/D
YRL[pWUDQJqUHODSOXVSURIRQGHODSOXVDQWLTXH¶VKHVXJJHVWVWKDWWUDJHG\VLPSO\ µF¶HVWGH
découvrir que les êtreV KXPDLQV VRQW PDQLSXOpV¶ ZKHWKHU E\ WKH JRGV RI DQFLHQW *UHHFH
destiny, higher powers or the unconscious.123 This chapter will discuss the role of destiny, 
divine plans and manipulation in Tambours. Central to tragedy is the figure of the tragic hero 
who was traditionally a noble and who is destroyed by the action of the play. This chapter 
will attempt to establish a hero of Tambours DQGGLVFXVV WKLVSOD\¶VXVHRI WKH WURSHRI WKH
GHVWUXFWLRQ RU VDFULILFH RI WKH KHUR LQ WKH OLJKW RI 5D\PRQG :LOOLDPV¶V VXJJestion that 
tragedies can be seen to play out a parable of disorder and the overthrow of an old order 
being followed by the recreation of a new order (Williams, Modern Tragedy, p. 52).  
 
Suffering  
In tragedy, as suggested above, the dominant tone is one of suffering and pain. In Tambours, 
repeated portrayal of death and loss contributes to the creation of this tone. We see the pain of 
WKHDUFKLWHFW¶VZLIHZKHQKHUKXVEDQGLVPXUGHUHGE\WKHJUDQGLQWHQGDQWTambours, pp. 54-
5), of Wang Po when his father and brother are murdered (ibid., p. 66), of Wang Po when he 
NLOOV KLV ORYHU 'XDQ LELG S  DQG ILQDOO\ ZH ZLWQHVV WKH GHDWKV RI DOO RI WKH SOD\¶V
FKDUDFWHUVLQWKHWKUHDWHQHGIORRGLELGS:KLOVWWKHYLROHQWGHDWKVRIFKDUDFWHUV¶ORYHG
ones are the cause of many of the most intense instances of suffering in Tambours, other 
characters are shown to be in pain elsewhere in the play and Cixous is not indicating that 
suffering can be understood an automatic response to a single type of event, a murder. 
Nevertheless, there is an evident emphasis on death and mourning as indices of pain, which 
VXJJHVWV &L[RXV¶V XQZLOOLQJQHVV WR FODLP VXIIHULQJ DV D FRQVWDQW IHDWXUH RI D KXPDQ
                                                 
123
 +pOqQH&L[RXVµ/DYRL[pWUDQJqUHODSOXVSURIRQGHODSOXVDQWLTXH¶Rue Descartes, 37 (2002/3), 111-119 
(p. 118). 
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condition. Suffering is extraordinary, not part of the everyday. Such an approach does not 
deny that there are problems in everyday life but rather encourages a re-evaluation of the 
scale of such problems. In so far as this could encourage compassion and positive political 
action, this move is helpful. The pain felt by the characters certainly prompts them to act: 
Wang Po determines that he will lead the peasant forces in their protection of the Digue aux 
Cerisiers (TamboursSDQGWKHDUFKLWHFW¶VZLIHWDNHVUHYHQJHRQWKHJUDQGLQWHQGDQWE\
stabbing him (ibid. pp. 54-5). Both :DQJ3RDQG WKH$UFKLWHFW¶VZLIH UHVSRQG WR VXIIHULQJ
with a wish for bloody revenge, but this impulse to revenge only leads to greater suffering for 
ERWKDVWKHDUFKLWHFW¶VZLIHLVNLOOHGE\WKHJUDQGLQWHQGDQWLELGSDQG:DQJ3RNLOOV
his lover because he is unable to abandon his desire for revenge (ibid., p. 74). Their pain has 
VLPSO\ OHG:DQJ3RDQG WKHDUFKLWHFW¶VZLIH WRHQWHU LQWRF\FOHVRIGHDWKDQG UHYHQJH WKDW
resemble those found in the tragedy of ancient Greece, and it is evident that if pain prompts 
positive action, then it can do so for those who witness it rather than those who suffer it.  
 
This picture of tragic suffering is complicated by the staging of Tambours. Tambours is 
populated by actors playing puppets playing humans. In order to portray their character, the 
actors of Tambours SDVVWKURXJKWKHLQDQLPDWHEHFRPHSXSSHW)RU'REVRQWKHµHPEUDFHRI
WKHILJXUHRI WKHPDULRQHWWH¶LQTambours LVDZD\WRµFHOHEUDWHWKHSUHVHQFHRIGHDWKRID
recognition of mortality, within the lLYLQJ¶7KHSXSSHWILJXUHFKDOOHQJHVWKHERUGHUEHWZHHQ
OLIHDQGGHDWKLQDZD\WKDWLVDQH[WHQVLRQRIWKHµSRVLWLYHO\WUDQVJUHVVLYHOLPLQDOLW\¶WREH
IRXQGHOVHZKHUH LQ&L[RXV¶V WKHDWUH µ'UDPDWLF5HWXUQV¶SS-4). There is not space to 
explore all oIWKHLQWHUHVWLQJTXHVWLRQVRIDJHQF\ZKLFKDUHHYRNHGE\WKLVµFKDOOHQJLQJRIWKH
ERUGHUEHWZHHQOLIHDQGGHDWK¶ZLWKWKHILJXUHRIWKHPDULRQHWWHDerrida has suggested that:  
 
Il est difficile de savoir cHTX¶HVWXQHPDULRQQHWWHVLF¶HVWGHO¶RUGUHGH la 
chose mécanique et inanimée (réagissant sans répondre, pour reprendre 
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notre distinction cartésiano-ODFDQLHQQH RX VL F¶HVW GH O¶RUGUH GH OD FKRVH
animée, animale (vivant de pure réaction et supposé sans parole et pensée 
UHVSRQVDEOHRXHQFRUHVLF¶HVW GpMjGHO¶RUGUHKXPDLQHWGqVORUVFDSDEOH
GH VµpPDQFLSHU GH UpSRQGUH DXWRQRPPpPHQW VL MH SXLV GLUH HW GH
V¶HPSDUHUSURVWKpWLTXHPHQWSURWKpWDWLTXHPHQWG¶XQSRXYRLUVRXYHUDLQ124 
 
It will be argued in my discussion of the divine plan in Tambours that the question of how far 
we are free to make choices and to act are key to the play. 
 
It is true that we do not react to the deaths and the suffering of the puppet-characters in the 
same way as we would to the suffering of human actors simply portraying humans. Brecht 
argued that it was absolutely necessary that the audience should be shown this distinction 
between actor and character, for if the artificiality of the theatre were not always evident then 
the audience may themselves begin to identify with the characters and so leave behind their 
faculty for reason (Brecht, Organum, point 48, p. 101). Brecht cites mask and the techniques 
of contemporary Asian theatre ± no doubt including the Bunraku puppet theatre that inspired 
the mise-en-scène of Tambours ± as examples of traditional ways to prevent such 
identification with the character (Brecht, Organum, p. 99). Dobson has further suggested how 
the use of puppet-characters may have the effect of µXQVHWWOLQJ SDWWHUQV RI DJHQF\ DQG
LGHQWLILFDWLRQ¶ 'REVRQ µ'UDPDWLF 5HWXUQV¶ S  6KH LV MXVWLILHG LQ FODLPLQJ WKDW WKH
additional layer of separation between actor and character makes it impossible to completely 
identify the two and ensures that the artifice of the performance is evident. 
 
 If the suffering portrayed on stage during tragedy was moving simply because we could 
LPDJLQHWKDWZHZHUHVHHLQJµJHQXLQH¶SDLQ WKHQIRUDOO WKHDSSDUHQWO\SDLQIXOPRPHQWV LQ
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 Jacques Derrida, Séminaire La bête et le souverain Volume I (2001-2002), ed. by Michel Lisse, Marie-Louis 
Mallet and GinetteMichaud (Paris: Galilée, 2008), p. 255. 
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Tambours the overriding mood of the piece would not be one of suffering. However, as Kate 
Bredeson points out, it becomes KDUG WRDYRLGµVHGXFWLRQE\ WKHEHDXW\¶RI WKHVWUDQJHDQG
µGLVORFDWHG¶SXSSHW-figures who are acted with such skill by the Théâtre du Soleil.125 When 
the characters of Tambours die, lose their animation, we may then mourn this loss. Our 
sadness at witnessing their deaths may be tempered by enjoyment of the spectacle of the 
beautifully choreographed death scene, but this is simply evidence of the apparent paradox 
that has long been associated with tragedy: that of how the audience gains pleasure from 
watching scenes of pain.  
 
Our ability to mourn the loss of the puppet actors suggests that identification may not be the 
only mechanism by which witnessing the suffering of another on stage can become moving 
for an audience. In his discussion of the purpose of the chorus, Friedrich Nietzsche argued 
that it existed simply to isolate the world of the play from its audience.126 The play took place 
in a world that was deliberately kept separate from that of the audience, and identification 
with characters was not encouraged. Indeed, Greek tragedy was always masked. It was 
possible to create a mood of suffering and move an audience without that audience being able 
to emotionally place themselves in the position of the characters being portrayed. In tragedy, 
the purpose is to elicit pity for those that we know to be different from ourselves. Outside of 
tragedy, the ability to be moved by the suffering of others without assuming that their 
interests are identical with our own may be one basis for ethical action.  
 
The Divine Plan: Tragedy and Accident 
1RUULVK DUJXHV WKDW µWKH GHFOLQH RI D FRPPRQ EHOLHI LQ D GLYLQHO\ RUGHUHG XQLYHUVH¶ KDV
EURXJKWDERXWDµFUXFLDOFKDQJH¶LQWKHGHYHORSPHQWRIWUDJHG\3DUDSKUDVLQJ*HRUJH6WHLQHU
                                                 
125
 .DWH%UHGHVRQµ+XPDQ3XSSHWV'DQJOLQJE\6WULQJVRI)DWH¶Theater, 32.3 (2002), 138-143 (p. 141).  
126
 Friedrich Nietzsche, extract from The Birth of Tragedy and the Genealogy of Morals, trans. by Francis 
Golffing, in Tragedy, ed. by Drakakis and Conn Liebler, pp. 53-64 (p. 55). 
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ZKR DUJXHG WKDW µRQO\ FODVVLFDO P\WKRORJ\ ZLWK LWV VKDUHG EHOLHI LQ WKH SUHVHQFH RI
LQH[RUDEOHGLYLQHIRUFHVZDVFRQGXFLYHWRWKHFUHDWLRQRIUHDOWUDJHG\¶1RUULVKVKRZVKRZ
many critics believe that at the heart of tragedy is a hero whose actions are determined by the 
unknowable but unavoidable plan of some divine force (Norrish, New Tragedy, pp. 7-8). 
7UDJHG\GHULYHVIURPPDQ¶VKHOSOHVVQHVVDQGWKHUHDOLVDWLRQWKDWZHDUHXQDEOHWRGHWHUPLQH
our own future through our acts alone. Whilst certain critics have declared that tragedy is no 
longer possible since there is no longer a shared belief in a divine plan, Norrish argues that 
ERWK WKHSUHVHQFH DQGDEVHQFHRI µH[WHUQDODXWKRULW\RUPHDQLQJ¶ DUH FDSDEOHRI µSOD\LQJD
similarly dramatic role in the trageG\RIWKHLUYHU\GLIIHUHQWHSRFKV¶VLQFHERWKµEHORQJWRD
ZRUOGZKHUHLUUDWLRQDOLW\UHLJQV¶1RUULVKNew TragedyS7KHTXHVWLRQRIµLUUDWLRQDOLW\¶
may not be the most appropriate one here, since it is possible to imagine a world without god 
but governed with reason, or indeed to imagine a divine plan that has been created according 
to reasonable principles, as in the enlightenment image of the world as a clock created by a 
divine clockmaker. What is true is that human beings cannot predict or entirely control their 
own futures in either a world with an unknowable plan or a world that is unplanned, 
populated by people with conflicting desires and subject to chance events such as natural 
disasters. Thus Norrish is justified in his conclusion that the tragedy of unavoidable and 
unjustified suffering is possible in a modern world as it was in an ancient: it is merely that the 
presumed root of this suffering has changed.  
 
 There is some suggestion that a divine plan underlies the suffering in Tambours. Cixous has 
claimed that she used the figure of the flood precisely because of associations with the divine. 
Describing how the 1998 floods in Northern China inspired Tambours&L[RXVZULWHV³9RLOj
une inondation qui va détruire le monde, rêvons autour de ça´ '¶DERUG LO \ D oD GDQV OD
%LEOH'HVLQRQGDWLRQVTXLGpWUXLVHQW O¶XQLYHUVRQHQDWRXMRXUVHXHV&¶HVWPrPHODIDoRQ
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GRQW OHVGLHX[VHGpIHQGHQWFRQWUH OHVrWUHVKXPDLQV¶ &L[RXV µ/DYRL[pWUDQJqUH¶S
The image of the flood also recurs in CixoXV¶VRZQZRUN WKHFHPHWHU\RIVille parjure is 
finally flooded. In both Ville parjure and Tambours, however, the floods are not caused 
directly by gods but by corrupt leaders who deliberately breach the defences that protect 
those members of their society GHHPHG H[SHQGDEOH $V VXFK ZLWKLQ &L[RXV¶V SOD\V WKH
figure of the flood does not carry any of the positive meanings that may be associated with 
cleansing, but simply suggests destruction and the reaffirmation of central, corrupt, power. 
Nevertheless, in Tambours, the flood does seem to fit into some wider, perhaps divine, plan. 
In the opening scene of Tambours, the Devin relates a dream which predicted the terrible 
IORRG /LNH WKHSURSKHVLHVRI WKHRUDFOHV LQ DQFLHQW WLPHV WKH'HYLQ¶VGUHDP LV JLYHQ DV a 
warning but will also, inevitably, come to pass. Any suggestion that the future can be 
foreseen seems to assume that there is some sort of plan: that the future is, to an extent, 
already fixed. It is certainly possible to give warnings of future events based on existing data, 
DQG LQGHHG FRQVLGHULQJ WKH SOD\¶V HFRORJLFDO PHVVDJH127 the warning of the Devin may 
mirror the warnings of contemporary climate change scientists. However, a warning of the 
sort given by the Devin, which took the form of a dream, does only seem to be possible in a 
world with a preordained future.  
 
7KHUHVHHPVWREHWHQVLRQEHWZHHQWKLVGLYLQHSODQDQGWKHFKDUDFWHUV¶DELOLW\WRH[HUFLVHIUHH
choice. 8SRQKHDULQJWKHSUHGLFWLRQRIIORRGLQJ.KDQJUHJUHWV WKDWµVHPHQFHGHODYRORQWp
GHVGLHX[YRLOjFHTXHQRXVVRPPHV¶Tambours, p. 9). Wang Po repeats a similar idea after 
KDYLQJNLOOHGWKHJXDUGVZKRKDGPXUGHUHGKLVIDWKHUDQGEURWKHUµMe voilà grand criminel, 
WHOOH HVW OD YRORQWp GX &LHO¶ Tambours, p. 67). Both men are keen to hand over the 
responsibility for their situation to the gods, but both also reveal the possibility for human 
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 Discussed further on pp. 104-5 
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action within their words: 6HLJQHXU.KDQJPD\EHWKHµVHPHQFH¶RIWKHJRGVEXW WKLVGRHV
not preclude him from choosing his own actions once created by the divine, and when Wang 
3RFDOOVKLPVHOIDµFULPLQHO¶KHDGPLWVWKDWKH has transgressed criminal law which is, as was 
suggested in my fourth chapter, a code of behaviour created and policed by humans and not 
gods. Likewise, even the prophet and his daughter YLVLW6HLJQHXU.KDQJµHQKkWH¶LQRUGHUWR
relate what was seen, suggesting their hope that the crisis could yet be averted and, as Duan 
bitterly notes as she dies, all does not happen exactly as her father had predicted (Tambours, 
pp. 7, 74). There is even, further, the claim that human action is opposed to that of the gods. 
When the Architecte surveys his dam and notes that it will not Fresist the flood, he laments 
WKDW µ&HVRQWGHVRXYUDJHVKXPDLQVOn ne peut leur demander de résister à la volonté des 
GLHX[¶Tambours, p.12). Once again, the idea of gods or of a divine plan becomes an excuse 
for a human failure, but what the architect is suggesting is that the divine imposes limits on 
human power rather than on human free choice.  
 
The possibility of choice is a recurrent motif in the play. The Seigneur Khang must attempt to 
choose which area of his kingdom to flood; a choice which Wang Po and Duan also both face 
after their defence of the Digue aux Cerisiers is successful (Tambours, pp. 72-4). 
&RQWHPSODWLQJVXLFLGHWKHDUFKLWHFWVWDWHVWKDWµMHQ¶DLSOXVTX¶jGLVSDUDvWUH¶SUHVHQWLQJWKH
ultimate freedom available to any person, the freedom to end their own lives, as his only 
remaining option (Tambours, p. 50). In this constant dramatization of the moment of choice, 
&L[RXV¶V WUDJHG\ PD\ EH UHPLQLVFHQW RI WKRVH SURGXFHG E\ 6DUWUH &DPXV DQG RWKHU
dramatists working immediately after the Second World War, who were attempting to 
produce a new form of tragedy which would reflect their philosophical ideas and be 
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appropriate to modern times.128 &L[RXV¶V FKDUDFWHUV DUH QRW KRZHYHU IUHH WR FKRRVH WKHLU
actions according to philosophical or ethical principles alone. The presence of the 
manipulateurs serves as a constant reminder that our actions are not always determined by 
our conscious intention, and on several occasion the characters suggest the economic or 
material concerns that curtail their freedom to act (Cf. Tambours, pp. 10, 17).Whilst, in the 
world of the play, there may well be some greater plan and powerful limiting forces, these do 
QRWPHDQWKDWWKHSOD\¶VFKDUDFWHUVDUHFRPSOHWHO\LQFDSDEOHRIFUHDWLQJWKHLURZQGHVWLQLHV
+XPDQHQGHDYRXUPD\EHµIUDJLOH¶EXWLWLVSRVVLEOHZLWKLQFHUWDLQOLPLWV 
 
Raymond Williams claims that there is conventionally a distinction drawn between suffering 
WKDW LV WUDJLF DQG VXIIHULQJ WKDW LV QRW :KDW KH FDOOV µHYHU\GD\ WUDJHGLHV¶ DUH JHQHUDOO\
DVVXPHG WRKDYH µQRVLJQLILFDQW WUDJLFPHDQLQJ¶ IRUDQHYHQW LV WKRXJKW WREH LPEXHGZLWK
WUDJLFPHDQLQJWKURXJKDµVKDSHGUHVSRQVH¶DQGµWKHFDSDFLW\WRFRQQHFWWKHHYHQWZLWKVRPH
PRUHJHQHUDOERG\RIIDFWV¶DZLGHUPHDQLQJ:LWKRXWWKHVHWZRSUHUHTXLVLWHVWKHHYHQWLV
H[SHULHQFHG QRW DV WUDJHG\ EXW DV µPHUH DFFLGHQW¶ :LOOLDPV Modern Tragedy, pp. 46-7). 
Williams critLFLVHV WKLV GLVWLQFWLRQ SDUWLFXODUO\ WKH VXJJHVWLRQ WKDW WKH VXIIHULQJ RI µZDU
IDPLQH ZRUN WUDIILF SROLWLFV¶ PD\ DOO EH H[FOXGHG IURP WKH WUDJLF DQG QRW VXSSRVHG WR
FRQQHFW WR ZLGHU PHDQLQJV +H VXJJHVWV WKDW µWKH UHDO NH\ WR WKH PRGHUQ VHSDUDWLRQ RI 
WUDJHG\IURP³PHUHVXIIHULQJ´LVWKHVHSDUDWLRQRIHWKLFDOFRQWURODQGPRUHFULWLFDOO\KXPDQ
DJHQF\IURPRXUXQGHUVWDQGLQJRIVRFLDODQGSROLWLFDOOLIH¶:LOOLDPVModern Tragedy, pp. 
48-9). Dramatizing the 1998 floods in China and suggesting that they play some part in a 
divine plan, Cixous renders the events tragic according to the criteria that Williams suggests 
are normally used in the definition of the tragic. However, it does not seem that in so doing 
VKHKDV UHWXUQHG µHWKLFDOFRQWURO¶ WR WKLVDUHDRI µVRFLDO OLIH¶:KLOVW FRQWHPSRUDU\&KLQHVH
                                                 
128
 Cf. Norrish, New Tragedy, p. 1 for a discussion of the perceived need for a new type of tragedy and Bradby, 
Modern French Drama, pp. 34-40 for a more detailed analysis of some of the tragedies produced in this period, 
including Jean-3DXO6DUWUH¶VLes Mouches DQG-HDQ$QRXLOK¶VAntigone (1944).  
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IORRGVZHUHPHQWLRQHGE\&L[RXVDVWKHVRXUFHIRUWKHSOD\LQWKHHVVD\µ/DYRL[pWUDQJqUHOD
SOXVSURIRQGHODSOXVDQWLTXH¶SLQWKHHVVD\WKDWDFFRPSDQLHGWKHSXEOLVKHGWH[WRI
7DPERXUV µ/H WKpkWUH VXUSULV SDU OHV PDULRQQHWWHV¶ &L[RXV GLVFXVVHV IORRGV DV D IRUP RI
GHVWUXFWLRQWKDWUHFXUVµGHWRXWHpWHUQLWp¶DQGZKLFKLVDOZD\VVDLGWREHµ/D3LUH¶Tambours, 
p. 116). The floods are likewise transposed from contemporary China to an imaginary and 
timeless land and whilst the play contains an ecological message, criticising unchecked 
logging (Tambours, p. 10), DQGJLYLQJWKHODVWZRUGVRIWKHSOD\WRµ/¶(DX¶ZKRDGGUHVVHVWKH
KXPDQV ZKR µDYLH] OD WHUUH SRXU YDLVVHDX HW YRXV O¶DYH] WURXpH SDU SpFKp G¶LQDWWHQWLRQ HW
SDUHVVH GH O¶kPH¶ Tambours, pp. 75- WKH SOD\¶V ZLGHU PHDQLQJ FRPHV DOVR DQG ODUJHO\
through repeated references to the gods. Thus little has been done to encourage recognition of 
elements of the tragic in the everyday world, for tragedy remains related to art and to 
inhuman forces. Cixous may use tragedy to consider ethical questions, but it is less clear that 
her play will encourage consideration of the ethical dilemmas and tragedies of everyday life. 
 
The Tragic Hero 
At the centre of tragedy is the figure of the tragic hero who, in ancient tragedy, was always a 
person of noble or aristocratic birth. The significance of this rank has been the subject of 
PXFK GHEDWH 1RUULVK VXJJHVWV WKDW WKH UDQN RI WKH KHUR JDYH WKHP D µVXSHULRU DQG QREle 
TXDOLW\¶DQGWKDWEHFDXVHRIWKHKHUR¶VELUWKWKH\ZRXOGJDLQWKHDGPLUDWLRQRIWKHDXGLHQFH
even as pity was felt for their suffering (Norrish, New Tragedy, p. 7). For Walter Benjamin, 
the rank of the hero was only significant insofar as it allowed them to claim descent from 
mythical and usually semi-GLYLQH ILJXUHV RI WKH µKHURLF DJH¶ %HQMDPLQ µTrauerspiel¶ S
113). Raymond Williams contends that ancient leaders were thought to embody their state 
and so such leaders were used as tragic heroes, for the playwright could then discuss the fate 
of an entire nation through the presentation of the single figure of the ruler (Williams, 
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Modern Tragedy, p. 50). It is unlikely that, in a contemporary French play, a particularly 
µVXSHULRU¶TXDOLW\ZRXOGEHDVVRFLDWHGZLWKWKHVXIIHULQJRIDQ\FKDUDFWHURIQREOHUDQN1RU
is it likely that the characters of a play set in an imagined Asian world will claim Greek 
heroic descent, or that the contemporary audience would attach particular significance to this 
GHVFHQW LI WKH\GLG 2I PRUH LQWHUHVW LQ UHODWLRQ WR&L[RXV¶VSOD\ LV WKH FRQWHQWLRQ WKDW WKH
hero of a tragedy could in some way embody their nation. In Norodom and Indiade, Cixous 
has already used protagonists who actually or in their imaginations are the embodiment of 
their respective countries.129 In Tambours, the question is more complex since no character 
openly declares themselves the embodiment of their nation, but the play does feature 
Seigneur Khang, a ruler with absolute control over his country as well as other characters 
who, for various reasons, may be considered to be the hero of Tambours.  
 
Certainly other characters in the play look to the Seigneur Khang as the figure of ultimate 
authority. His sanction is sought before any action is taken. The Devin and Duan run to 
Khang when they first foresee the flood (Tambours, pp. 7-8), and the wife of the architect 
advises him to tell the Seigneur who would then be able to resolve the issue (Tambours, pp. 
50-1). Yet these attempts to gain the protection of the Seigneur seem ironically misguided. 
7KH$UFKLWHFWHDQGWKH$UFKLWHFWH¶VZLIHDUHNLOOHGEHIRUHWKH\FDQUHDFK.hang (Tambours, 
pp. 53-DQGWKH'HYLQ¶VZDUQLQJOHDGVRQO\WRELFNHULQJDWFRXUWTambours, p.9). Both the 
Architecte and his wife died for the possibility to speak to a man who may not have acted 
upon their advice had they reached him. The inaction of Seigneur may have prompted 
Cynthia Running--RKQVRQ¶V IODZHG DVVHVVPHQW RI .KDQJ DV µSK\VLFDOO\ ZHDN EXW PRUDOO\
KHDOWK\¶130 In fact, it seems that Khang does not lack the power but rather the will to embark 
on a morally good course of action. When Wang Po returns to the city, he finds that its gates 
                                                 
129
 Cf. My chapter on the use of power in Norodom, pp. 44-5 
130
 Cynthia Running-JohnVRQµ&L[RXV¶V/HIWDQG5LJKW+DQGVRI:ULWLQJLQTambours sur la digue and 
Osnabrück¶French Forum, 26.3 (2001), 111-122 (p. 114).  
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have been barred and the people denied the possibility of refuge in the city on the express 
orders of the Seigneur (Tambours, p. 63). ,QIRUPHGRI+XQ¶VSODQ WREUHDFK WKHDigue aux 
Cerisiers, Khang does not objectEXWUDWKHUFRQWLQXHVWRWDONZLWKKLVQHSKHZVD\LQJµ6LO¶RQ
SRXYDLW GRUPLU HW SHQGDQW FHWWH DEVHQFH GH O¶HVSULW VL GHV DJHQWV GX GHVWLQ SRXYDLHQW
exécuter tout ce que la juste pitié QRXVLQWHUGLW¶Tambours, p. 32). .KDQJPD\IHHOµSLWLp¶IRU
his subjects, but aOWKRXJK WKLV µSLWLp¶ LV µMXVWH¶ KH FKDUDFWHULVHV LW PRUH DV DQ LUULWDWLRQ
preventing him from governing effectively, than as motivation for his actions. Khang may 
have moral awareness, but he lacks moral strength. Hun repeatedly asks his uncle for explicit 
permission to breach the dam, but his requests are repeatedly evaded though not denied. 
.KDQJHIIHFWLYHO\VDQFWLRQVKLVQHSKHZ¶VSLWLOHVVUHDOSROLWLNEXWWKURXJKYHUEDOPDQRHXYULQJ
maintains the ability to protest his innocence, just as absolute leaders have done throughout 
the centuries: this is how Henry II was rid of his turbulent priest and why Elizabeth I had her 
SULYDWHVHFUHWDU\DUUHVWHGDIWHU0DU\6WXDUW¶VH[HFXWLRQ.KDQJLVQRWDOHDGHUZKRIHDUOHVVO\
governs according to his moral principles, but neither does he have the resolve to endorse 
fully the course of practical politics that he ultimately takes.  
 
Far from embodying his kingdom, the Seigneur appears to be radically distant from it. Told 
of the risk of flooding to his own cit\ WKH6HLJQHXU DGPLWV WKDW µMDPDLV MHQ¶DYDLs regardé 
notre ville dans le déWDLO¶Tambours, p. 13) in a comment that is dramatically functional as it 
DOORZVH[SRVLWLRQRIWKHSOD\¶VVHWWLQJEXWDOVRV\PSWRPDWLFRIWKH6HLJQHXU¶VODFNRIFRQWDFW
with the world outside his palace. He is entirely reliant upon his advisors to keep him 
informed of the situation in his kingdom and to push him to act justly. Thus he laments the 
DEVHQFHRIKLVDGYLVHUVVD\LQJELWWHUO\µRQPHODLVVHVHXODYHFOHVGHVWLQV/¶DXWHXr de toute 
FHWWH KLVWRLUH LO IDXGUD GRQF TXH FH VRLW PRL¶ Tambours, p. 35). This resentment of the 
&KDQFHOORU¶VDEVHQFHVHHPVLURQLFJLYHQWKDWLWZDVWKH6HLJQHXUKLPVHOIZKRWKUHDWHQHGWR
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banish his loyal advisor (Tambours, p. 11). Khang is unwilling to recognise that his own 
actions lie at the heart of certain problems but at the same time is willing if not happy to 
DVVXPHUHVSRQVLELOLW\IRUZULWLQJWKHµKLVWRLUH¶RIKLVNLQJGRP<HWKLVZRUGVHYHQKHUHVHHP
contradictory. Although Khang will grudgingl\EHFRPHWKHµDXWHXU¶RIKLVNLQJGRP¶VVWRU\
KHDOVRVHHVKLPVHOIOHIWDORQHZLWKµOHVGHVWLQV¶WKHILJXUHRIGHVWLQ\VXJJHVWLQJWKDWDSORWRU
plan for his kingdom already exists. Throughout the play, Khang displays conflicting desires 
to assert his own DXWKRULW\EXWGHQ\UHVSRQVLELOLW\IRUKLVNLQJGRP¶VSUREOHPV+HVLJQVWKH
RUGHUWRFORVHWKHFLW\JDWHVµSXLVTX¶LOQ¶\DYDLWSHUVRQQHSRXUPHGLUH³6HLJQHXUYRXVDYH]
WRUW´TamboursS.KDQJ¶VGHIHQFHKHULVVLPLODUWRWKDWXVHGE\;LQVille Parjure, 
who passes guilt for his crimes on to the state that failed to prevent him from committing 
them. Once again, the defence rests on the assumption that the individual will only act 
ethically if prevented from taking any other course of action and on a profound desire to 
abdicate personal responsibility. Lacking both knowledge of his country and the belief that he 
is alone responsible for its wellbeing, Khang cannot be said to embody his kingdom and 
WKHUHIRUHDFFRUGLQJWR5D\PRQG:LOOLDPV¶VFULWHULD is not the tragic hero of Tambours. 
 
Although she is not RI QREOH ELUWK DQG LV QRW SUHVHQW RQVWDJH IRU ODUJH SDUWV RI WKH SOD\¶V
action, some have seen Duan as the hero of Tambours. She does seem to have some of the 
characteristics normally associated with heroism. Particularly evident is her bravery, which is 
displayed in her unhesitant decision to protect the Digue aux Cerisiers, something that other 
characters confess they lack the courage to do (Tambours pp. 7, 18). Under her protection, 
the Digue aux Cerisers becomes a symbol of hope to other characters who wish either for 
safety or for the opportunity to resist the forces that would sacrifice the peasantry (Tambours 
pp. 46, 47-8, 68). In this way, Duan may be seen as the figurehead or embodiment not of an 
entire nation but of a certain movement within it. From her account of translating Tambours, 
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it seems that this is how Miller originally understood the play and the figure of Duan. She 
GHVFULEHV KRZ VKH KDG RULJLQDOO\ LQWHQGHG WR WUDQVODWH WKH SOD\¶V title as Duan and the 
Drummers D PRYH ZKLFK ZRXOG KDYH SODFHG 'XDQ¶V UHVLVWDQFH DW WKH FHQWUH RI WKHSOD\¶V
action. However, Cixous insisted that the title be translated as Drums on the Dam, stressing 
the action of resistance, specifically resistance through music and artistic expression, rather 
WKDQWKHDJHQWVRIWKLVUHVLVWDQFH0LOOHUµ,QHIIDEOHRQ6WDJH¶S'XDQPD\EHWKHPRVW
prominent figure within the movement, but it is the movement that counts and not her 
individual action.  
 
Cixous seems to have created a play in which the mood is one of tragic suffering, but where 
the pain of a single central figure is not the focus. Tambours weaves together the stories of a 
number of different protagonists, none of whom completely dominates the play. As has been 
discussed, both Duan and Seigneur Khang possess some of the attributes of tragic heroism, 
but so do the Chancellor, Wang Po and Tshumi, all of whom display great bravery for which 
they suffer (Tambours, pp. 58, 67, 71). Perhaps in a world in which we no longer believe 
absolute rulers to be able to stand in for an entire country, a tragedy must not have a single, 
dominant hero but either abandon the attempt to discuss an entire nation or discuss the fates 
of various figures from different sections of society.  
 
Tragedy and the Reestablishment of Order 
Walter Benjamin argued that the sacrifice of the tragic hero was the basis of tragedy. The 
VDFULILFH RI WKH KHUR KH DUJXHG ZDV µDW RQFH D ILUVW DQG ILQDO VDFULILFH¶ %HQMDPLQ
µ7UDXHUVSLHO¶S The tragic hero is sacrificed to appease the old order and its gods, but 
their sacrifice at the same time allows the establishment of a new community, and so is also a 
ILUVW VDFULILFH 5D\PRQG :LOOLDPV¶V FRQWHQWLRQ LV VLPLODU DOWKRXJK KH LV FRQFHUQHG ZLWh 
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GLVRUGHUUDWKHU WKDQVDFULILFH:LOOLDPVDUJXHV WKDW µ6SHFLILFDOO\ LQ WUDJHG\ WKHFUHDWLRQRI
RUGHULVGLUHFWO\UHODWHGWRWKHIDFWRIGLVRUGHUWKURXJKZKLFKWKHDFWLRQPRYHV¶VXJJHVWLQJ
that the action of tragedy, tragic suffering, is a form of disorder or the result of a challenge to 
order (Williams, Modern TragedyS7KHUHLVIRU:LOOLDPVµQRFRQWLQXLQJWUDJLFFDXVH
at the simple level of coQWHQW¶ :KDW LV FRQVWDQW :LOOLDPV DUJXHV is that the disorder of 
tragedy eventually leads to the creation of a new order (ibid.). It will be interesting to 
consider whether destruction, disorder, or sacrifice lead to the creation of a new order within 
Tambours.  
 
,IZHFRQVLGHU'XDQDVRQHRI WKHSOD\¶VWUDJLFKHURHV WKHQWKHPRPHQWRIKHURLFVDFULILFH
may be the point at which she is killed by her lover Wang Po. The sacrifice of the hero puts 
DQHQGWRGLVRUGHUDQGLWGRHVVHHPWKDW'XDQ¶VSURWHFWLRQRIWKHDigue aux Cerisiers, which 
must end with her death, was a challenge to the status quo and so could represent a moment 
RIGLVRUGHU'XDQ¶VGHIHDWRI+XQ¶VIRUFHVGLVUXSWHGWKHVPRRWKUXQQLQJRIWKHSUHYLRXVRUGHU
RI.KDQJ¶VUXOHZKLFKZRXOGKDYHGHVWUR\HGWKHDigue aux Cerisiers early on and displaced 
the countryside-dwellers without allowing them to seek refuge in the town. Duan dies, too, as 
a result of her compassion and desire to protect human life, the same impulses that had led 
her to protect the Digue. Wang Po kills Duan as she attempts to persuade him to allow the 
flooding of the countryside and ease the suffering of the town if this can be done without 
further loss of life (Tambours, S  1HZ RUGHU FRPHV GLUHFWO\ RXW RI GLVRUGHU 'XDQ¶V
actions instituted the Digue aux Cerisiers as a site of resistance and brought Wang Po out to 
fight for the protection of the people of the countryside. Her death removes any barrier to the 
FUHDWLRQRIDQHZRUGHUEDVHGRQ:DQJ3R¶VDQJU\SURWHFWLRQRIRQHJURXSRISHRple at any 
FRVW:DQJ3R¶VRUGHULVKRZHYHUVKRUW-lived as its figurehead dies in the floods together with 
WKRVHKHRSSRVHG,I'XDQ¶VFRPSDVVLRQDQGUHVLVWDQFHDUHVHHQWREHHOHPHQWVRIGLVRUGHUWR
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EHRYHUFRPHWKHQ&L[RXV¶VSOD\VHHPVWREHRIIHULQJDKopeless vision of human society in 
which greed and corruption are only eventually replaced by anger and death. Yet there is an 
HOHPHQW RI KRSH DW WKH HQG RI &L[RXV¶V SOD\ DV %Dw -X WKH PDVWHU RI WKH SXSSHW WKHDWUH
survives the flood. The fragile hint of hope and its potential for a better order comes only 
DIWHU WKH GLVRUGHU ZURXJKW E\ WKH IORRG 7KLV LV D GLVRUGHU WKDW WRXFKHV DOO RI WKH SOD\¶V
characters, all of its multiple tragic heroes.  
 
After being cursed by fishermen who fear the destruction and loss of livelihood that a flood 
will bring, the river of Tambours HQWHUVWKHVFHQHDQGWKUHDWHQVµ9RXVQHYR\H]SDVODILQGX
monde? /¶LQRQGDWLRQ GX VLqFOH YRXV O¶DXUH] MH YRXV OD SURPHWV¶ Tambours, p. 30). The 
river promises the destruction of the entire former order, the entire former world. When we 
finally see that all save one of the characters has died it is evident that the river has kept its 
promise. The sacrifice has been twofold: those protected by the Digue aux Cerisiers have 
been deliberately sacrificed by the Seigneur Khang in the hope of protecting the city, and 
eventually all those that inhabit the city are also sacrificed as the river assuages the anger it 
IHHOVDWWKHKXPDQVZKRµWUDLWHSqUHHW PqUHFRPPHXQHSRXEHOOH¶EXWWKHQµMHWWHODIDXWHVXU
OHVHDX[GX)OHXYH¶Tambours, p. 29). Inherent within each of these sacrifices is the potential 
for a different new order. The deaths of the citizens of the countryside alone would have 
created an order in which the dominance of the city went unchallenged. This is not so much 
the creation of a new order but the entrenchment of the old, and so this first sacrifice has not 
DFKLHYHGWKHQHZRUGHUWKDW:LOOLDPVVXJJHVWVFRPHVRXWRIWUDJHG\%Dw-X¶VVXUYLval may 
represent the possibility for a new order. As the head of the puppet theatre, what survives 
with Baï Ju is the possibility that the events of the tragedy may be represented and that new 
communities may learn of the dangers of greed, indecision and a failure to take positive 
DFWLRQ SURPSWO\ %HQMDPLQ DUJXHV WKDW µLQ WKH SUHVHQFH RI WKH VXIIHULQJ RI WKH KHUR WKH
112 
 
FRPPXQLW\ OHDUQV UHYHUHQFH DQG JUDWLWXGH IRU WKH ZRUG ZLWK ZKLFK KLV GHDWK HQGRZHG LW¶
%HQMDPLQ µTrauerspiel¶ S  ,Q Tambours, the suffering is great and the destruction 
DOPRVW WRWDO SHUKDSV LQ WKH KRSH WKDW WKH SOD\¶V ZDUQLQJ PD\ EH JUHHWHG ZLWK VXFK
µUHYHUHQFH¶,WLVSHUKDSVIRUWKLVUHDVRQWKDWLWLVQHFHVVDU\WKDWRQO\RQHSHUVRQVXUYLYHWKH
play and that the hope of a new order be so very fragile. The survival of Baï Ju is evidence of 
&L[RXV¶VEHOLHILQWKHSRZHURIWKHDWUHWRLQFLWHSRVLWLYHFKDQJHDQGDOVRRIKHUEHOLHIWKDWLW
must be moving in order to do so. 
 
Conclusion 
In Tambours, Cixous explores ethical questions including the issues of human greed and its 
consequences, particularly its consequences on the environment, the possibility of action, and 
the permissibility of sacrificing certain people to save others. The play ends with an 
affirmation that theatre may be the vehicle for the creation of a new or more ethically positive 
order. In this way the final message of Tambours HFKRHV &L[RXV¶V RZQ LGHDV DERXW WKH
positive role of the theatre.  
 
In her investigation of these questions, Cixous manipulates the form of tragedy. Whilst the 
overriding tone of the play remains one of suffering, this suffering is felt by puppet-actors. 
What is ethically positive in this innovative staging is the attempt to encourage the audience 
to be moved by the suffering of those with whom they cannot identify. As in Greek tragedy, 
ZLWKLQ&L[RXV¶VSOD\ WKHUH LVDVHQVH WKDWHYHQWVDUHSUHGHVWLQHG WRRFFXU+RZHYHUZLWKLQ
&L[RXV¶VSOD\WKLVSODQLVPDOOHDEOHDQGFKDUDFWHUVPD\FKRRVHKRZWKH\DFWZLWKLQFHUWDLQ
limitations. Those that seek to justify their failure to choose a good course of action with 
reference to a divine plan appear as weak or corrupt. Unlike ancient tragedy, Tambours no 
longer has a single, noble hero who suffers. Rather, we witness the pain of a number of 
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different characters. This may be the result of social change but, just as with the use of 
puppets, the consequence is to encourage recognition not just of particular individuals 
deemed noble or superior, but of all those who are in pain. Also in a deviation from the tropes 
oI DQFLHQW WUDJHG\ &L[RXV¶V SOD\ GRHV QRW VKRZ WKH LQVWDOODWLRQ RI D QHZ RUGHU RU D
triumphant new community. There is simply the hope that such an order could possibly be 
created through the theatre that survives the tragic events.  
 
The alterations that Cixous has made to the form of tragedy in Tambours reflect her wider 
concerns. Like the dramatists working in the immediate post-war period, Cixous has 
responded to the need for a tragedy that is more appropriate to twentieth-century France, 
where there is not a belief in gods that have absolute power over destinies, or that absolute 
UXOHUVHPERG\WKHLUQDWLRQV&L[RXV¶VWUDJHG\is not calculated to reveal our radical capacity 
for free choice, but rather suggests the need for compassion to be extended to those different 
from ourselves, the need for ethical principles to be coupled with ethical action, the value of 
collective action and finally the revolutionary potential of art.  
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Chapter Six: Conclusion 
This study began by defining ethics as an DWWHPSWWRDQVZHUWKHTXHVWLRQµ:KDWVKRXOG,GR"¶
Political responses to the question dealt with negotiation and compromise, ethical responses 
involved the definition of a quasi-transcendental good which could serve as a guide for our 
actions. Ethics furthermore always dealt with our relationships with others. An analysis of 
four plays that Hélène Cixous wrote for the Théâtre du Soleil has shown them to be 
particularly concerned with ethical questions. Since the action of informed questioning is 
itself aQLPSRUWDQWSDUWRIHWKLFVZKDWLVSURPLQHQWLQ&L[RXV¶VSOD\VLVQRWVRPXFKDFOHDU
UHVSRQVH WR WKH TXHVWLRQ RI µ:KDW VKRXOG , GR"¶ DV DQ H[DPLQDWLRQ RI UHODWHG SUREOHPV
where ethical questions can usefully be asked, what the foundation of ethics should be, and 
who should be treated ethically (whom we should care about). This chapter will draw 
together the responses to these questions found in the plays. 
 
Where can Ethical Questions be Asked? 
The first chapter of this thesis showed how, in her writing about the theatre, Cixous claims 
that the theatre is a uniquely privileged space for the discussion of ethical questions. Cixous 
attributes this quality to the theatrical tradition, to the historical function of the theatre as a 
place in which morality was discussed, as well as to certain aspects of the economy of the 
theatre, particularly to the fact that both the creation and the consumption of theatre are 
JHQHUDOO\VKDUHGH[SHULHQFHV(YLGHQFHRI&L[RXV¶VFRQFHUQZLWKWKHUROHDQGIXQFWLRQRIWKH
theatre and art more widely can be found in the plays analysed and is particularly clear in 
Tambours, where Duan protects her digue WKURXJK WKH PXVLF RI WKH GUXPPHUV¶ ZDUQLQJ
rhythms, and where the puppet master Baï Ju is the only character to survive the flood that 
ends the play, his art and its potential to represent of the events of the flood becoming the 
sole hope for the creation of a new and better order in the kingdom.  
115 
 
 
Art has the potential to be ethically valuable, but it is not true that all forms of art lend 
themselves equally to being the forum for the discussion of ethical questions. Nussbaum 
VWDWHVWKDWµSHUFHSWLRQ¶WKHµDELOLW\WRGLVFHUQDFXWHO\DQGUHVSRQVLYHO\WKHVDOLHQWIHDWXUHVRI
RQH¶VSDUWLFXODUVLWXDWLRQ¶LVIRUKHUDVLWLVIRU$ULVWRWOHQRWRQO\DµWRROWRZDUGDFKLHYLQJ
WKHFRUUHFWDFWLRQ¶EXWµDQHWKLFDOO\YDOXDEOHDFWLYLW\LQLWVRZQULJKW¶/RYH¶V.QRZOHGJH, p. 
7KHYDOXHSODFHGRQSHUFHSWLRQLVOLQNHGIRU1XVVEDXPWRDZLVKWRµGHPDQGIRUHWKLFVD
much finer responsiveness tR WKH FRQFUHWH¶ DQG VKH EHOLHYHV D FRPPLWPHQW WR VXFK DQ
HWKLFDOO\YDOXDEOHSHUFHSWLRQWREHµEXLOWLQWRWKHYHU\IRUPRIWKHQRYHODVDJHQUH¶LELG
1XVVEDXP¶VHWKLFDOSHUFHSWLRQLQQRYHOVLVUHPLQLVFHQWRIWKHLGHDLQ%UHFKWWKDWWKHDWUHKDVD
politically valuable role to play, allowing the audience to understand their historical position. 
For Nussbaum as for Brecht, certain forms of art favour this ethically and politically valuable 
perception.131 This thesis has considered how formal and stylistic choLFHVLQ&L[RXV¶VWKHDWUH
PD\KDYHKDGHWKLFDOLPSOLFDWLRQVRUIDYRXUHGVRPHVRUWRIHWKLFDOO\YDOXDEOHµSHUFHSWLRQ¶ 
 
In my fifth chapter, it was demonstrated that Cixous uses the theatrical genre of tragedy to 
explore ethical questions in Tambours. Elements of the tragic may also be found in the other 
plays that have been discussed, most evidently with the inclusion of the Erinyes in Ville 
parjure, but also in Norodom and /¶,QGLDGH, where Sihanouk and Gandhi respectively may 
be considered to have some of the attributes of the tragic hero. However, Cixous manipulates 
the conventions of the tragic to better represent her ethical concerns; in Tambours, for 
example, she problematizes the reestablishment of order that would traditionally close a 
tragedy in order to leave the audience with an ethical responsibility to act. The two most 
VLJQLILFDQW HOHPHQWVRI WKH WUDJLF WKDWZHUH UHWDLQHG LQ&L[RXV¶VSOD\VZHUH ILUVWO\ WKH LGHD
                                                 
131
 Cf. /RYH¶V.QRZOHGJHSZKHUH1XVVEDXPDGYLVHVWKDWµFHUWDLQ¶QRYHOVEHLQFRUSRUDWHGLQWRWKHFDQRQRI
texts on ethics. 
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that the theatre should be concerned with examining the human condition, and secondly the 
tone of suffering that was present in all of the plays despite their moments of humour. This 
tone was related to the ability of theatre to move the audience, an ability figured positively in 
&L[RXV¶VZULWLQJRQWKHWKHDWUH 
 
&L[RXV¶V WKHDWUH GRHV QRW KRZHYHU HQFRXUDJH WKH DXGLHQFH¶V V\PSDWK\ RU SDVVLRQ WR WKH
extent that it excludes the ability to reflect critically upon what is being presented. The plays 
demand thoughtful interpretation by the audience, particularly since their subject matter is 
often challenging, dealing with uncomfortable moments in contemporary history. There are 
recurrent criticisms of those who are deliberately blind to the injustices that are happening 
around them. The plays can be seen as attempts to combat such blindness, or at least that is 
what is suggested by the final scene of Ville parjure. It is not clear that the plays succeed in 
this aim: the areas of history with which they deal are likely to be known if not familiar to the 
audience of the Théâtre du Soleil and furthermore, as was suggested in my examination of 
Tambours&L[RXV¶VLQVLVWHQFHRQWKHLPSRUWDQFHRIDUWLILFHDQGVSHFWDFOHPD\PHDQWKDWWKH
audience does not translate what they saw in the theatre into action in the world. 
 
$WWKHKHDUWRI&L[RXV¶VUHVSRQVHto the question of how Asia or the foreign may be portrayed 
is an exaggerated artificiality, created by the intertextual references, staging choices, and 
supernatural occurrences that are present in all four plays. Whilst the audience is encouraged 
to be moved by the plays, they are at the same time forced to keep a distance between their 
lives and the drama, a distance which allows critical reflection. The desire for distance 
EHWZHHQDXGLHQFHDQGSOD\LVDOVRDQLPSRUWDQWIDFWRULQ&L[RXV¶VFKRLFHWRVHWVo many of 
the plays that she writes for the Théâtre du Soleil in spaces that are culturally and spatially 
distant from France, in a deliberately artificial Asia or in imagined, utopian spaces. Situating 
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her discussion of the ethical questions in this sort of space prevents what Cixous has written 
from being a manifesto, something that can be immediately transferred into everyday life. In 
this way the artificiality of the theatre is central to its ability to function as a space for ethical 
enquiry, since the realm of ethics is structurally separate from the realm of politics, 
negotiated actions in the material world.  
 
What is the Foundation of Ethics? 
Within the plays there were attempts to find a foundation for ethics, a sure basis for our 
judgements of actions. These attempts were related to what we have identified as the remit of 
ethics as a field of study, the definition of what is good. In these plays, Cixous engages with 
the ideas that the foundation of ethics could be a set of laws, gods, or the emotions and 
sympathy. 
 
The idea that laws or rules could form the basis for ethics is examined in Ville parjure. X1 
and X2 affirm that their behaviour is acceptable because they have not broken (the letter of) 
criminal laws. In the play, it is suggested that the codes of criminal law exist to maintain 
(corrupt) order in the city; ethically bad behaviour is punished for this reason, and not 
because it should be punished. Criminal law is thus not the same as moral law which defines 
good behaviour, although X1 and X2 wish it to be. The distinction between the two forms of 
law(s) is clear if X1 and X2 are compared to Gandhi in Indiade*DQGKL¶VXQEHQGLQJODZRI
non-violence is a moral law, understood by him to be good in itself rather than as a function 
of an order that it could create: he recommends non-violent resistance to Nazism even if this 
ZRXOGDOORZWKHVSUHDGRIIDVFLVPWKURXJKRXW(XURSH*DQGKL¶VPRUDOODZLVKHQFHHTXDOO\
not an appropriate basis for ethics: it obliges him to advocate actions which we would prefer 
to condemn as unethical and moreover, as was suggested in Chapter Three, may leave Gandhi 
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unable to sympathise with or understand others and therefore lead him to betray his friends. 
In Chapter One it was argued, after Derrida, that the establishment of a comprehensive set of 
moral laws which could be applied automatically in any situation would actually make ethics 
LPSRVVLEOHVLQFHLWZRXOGPHDQWKDWZHFRXOGQHYHUPDNHDGHFLVLRQµLQ WKHVWURQJVHQVH¶
the sort of decision which is the basis of ethical action.132 The plays affirm this rejection of 
laws as the basis of morality, showing adherence to either moral law or criminal laws as the 
foundation of ethics to be practically unworkable and potentially dangerous.  
 
A concern with the divine and the relationship between gods and ethics recurs in all of the 
plays. This is not entirely separate from the concern with laws; the Mother in Ville parjure 
makes reference to divine grace when she suggests how X1 and X2 may be forgiven for their 
crimes, and likewise when Gandhi wishes to regain his innocence, he does so by emulating 
the divine. Like the law, the divine does not necessarily prevent ethical action, but it is not 
always an encouragement to it either. Significantly, the divine often figures in the plays as an 
excuse for attempts to abdicate ethical responsibility; this abdication is suggested by the 
figure of Apollo at the trial of Orestes in The EumenidesDQLQWHUWH[WXDOSUHVHQFHLQ&L[RXV¶V
Ville parjure, and is also important in relation to my dLVFXVVLRQRI*DQGKL¶V LQQRFHQFH and 
my analysis of the presence of a divine plan in Tambours. This does not mean that a belief in 
a god is fundamentally incompatible with an ability to take ethical responsibility for actions, 
since we may consider that those characters who deny responsibility are misusing the concept 
of god. Nevertheless, Cixous does not show a divine that can reliably act as a basis for ethics, 
but rather a divine that is ambivalent, can be manipulated, and encourages wrong action as 
much as right.  
 
                                                 
132
 See my pp. 4-5. 
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As has already been suggested, emotions and empathy are important in these four plays. 
Carla Bagnoli has identified the investigation of the role that emotions may play in our lives 
DVµRQHRIWKHPDLQfoci RISKLORVRSKLFDODWWHQWLRQ¶LQWKHODst three decades.133 She suggests 
KRZ µYHQHUDEOH WUDGLWLRQV RI WKRXJKW¶ KDYH SODFHG µHPRWLRQV VXFK DV UHVSHFW ORYH DQG
FRPSDVVLRQDWWKHYHU\KHDUWRIPRUDOLW\¶LELGS%DJQROLJRHVRQWRDUJXHWKDWµPRUDO
philosophy should account for how moral conVFLRXVQHVVFDQEH³RULHQWHGWRZDUGWKHJRRG´
DQGLWLVLQWKLVFRQWH[WWKDWHPRWLRQVEHFRPHDPDWWHURILQWHUHVWIRUPRUDOSKLORVRSK\¶LELG
S1XVVEDXPKDVOLNHZLVHGUDZQDWWHQWLRQWRWKHZD\VLQZKLFKµHPRWLRQVHPERG\VRPH
of our most deeply rooteGYLHZVDERXWZKDWKDVLPSRUWDQFH¶DQGPD\FRQVHTXHQWO\KDYHD
vital role in the study of ethics (/RYH¶V.QRZOHGJH, p. 42). For both thinkers, emotions are a 
tool which can help us to identify the basis of ethics; this basis is itself located elsewhere.  
 
The plays suggest that emotions, though important, have a potentially ambivalent relationship 
to morality, and may lead us to act in both good and bad ways. This problem, acknowledged 
by both Bagnoli and Nussbaum (Morality and Emotions, p. 1; /RYH¶V.QRZOedge, p. 52), is 
eloquently suggested in Indiade through the presentation of the contrasting figures of Jinnah 
DQG *DQGKL %RWK PHQ PRXUQ WKHLU ZLYHV EXW ZKLOVW *DQGKL¶V VXIIHULQJ OHDGV WR SRVLWLYH
action, Jinnah becomes determined to close himself off from the world. This is not the main 
problem for the claim that emotions are the basis of ethics, since even if a strong basis for 
ethics is established it does not guarantee that all people always act positively. What is more 
significant is that emotions are shown to be ethically valuable insofar as they can inspire or 
guide ethical action: feeling is not in itself ethically valuable. Thus we criticise Tambours¶V
Seigneur Khang, who feels (or claims to feel) for his people and yet does not act to help 
                                                 
133
 &DUOD%DJQROLµ,QWURGXFWLRQ¶LQMorality and the Emotions, ed. by Carla Bagnoli (New York and Oxford: 
Oxford University Press, 2011), pp. 1-27 (p. 2), in Oxford Scholarship Online < 
http://www.oxfordscholarship.com/view/10.1093/acprof:oso/9780199577507.001.0001/acprof-9780199577507-
chapter-1> [accessed 27 August 2012].  
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them. &L[RXV¶VDPELYDOHQWSUHVHQWDWLRQRIHPRWLRQVLQWKHSOD\VUHWXUQVXVWRWKHLPSRUWDQFH
of ethical action. 
 
The presentation of emotions in the plays also returns us to another of the key elements of my 
definition of ethics: the idea that ethical actions always involve our relationships to others. 
The most prized emotions in the plays are compassion and sympathy. In Ville parjure, for 
example, it is hoped by the Mother that sympathy might form the basis of a new kind of 
justice, that the emotional impact of events might be the criteria by which we judge them to 
EH ULJKW RU ZURQJ %DJQROL SRLQWV RXW WKDW µHPRWLRQV VXFK DV ORYH DQG FRPSDVVLRQ DUH
SHUFHSWLRQVRIWKHYDOXHRIRWKHUV¶Morality and Emotions, p. 1), and it is certainly true that, 
connected to the praise of love and compassion in the plays, are the questions of how highly 
we value others, and how highly we value ourselves. Thus Gandhi, motivated by love, 
redeems himself through self-sacrifice, placing the wellbeing of others before his own, and 
we condemn Forzza, Kissinger, and Saloth Sâr, who, deliberately blind to the pain of others, 
sacrifice others for the sake of their regimes. Yet it is not possible to draw the conclusion that 
others should always be valued equally or more highly than ourselves and that this should be 
the basis for ethics: we do not judge Bahadur too harshly for his decision to kill Moona Baloo 
in self-defence after the bear kills others on stage. The question of whom we should care 
about seems to need more careful consideration.  
 
Whom Should I Care About? 
We may consider ourselves to have ethical obligations towards many different things; other 
people, animals, gods, our country, or concepts such as art or history, for example. It is 
important to think about which of these things we must take into consideration when making 
decisions and, if we feel that we should care about a number of different things, we must 
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think about which obligations are the most important, since an ethical decision might include 
deciding between different obligations.  
 
Our first option may be to care about everything and everyone. This is what Gandhi attempts 
WRGRZKHQKHSUDFWLVHVZKDWZDVFDOOHGKLVµXQLYHUVDOORYH¶LQIndiade. However, the attempt 
at universal love fails as, in reaching out to his enemies, Gandhi ignores the suffering of his 
IULHQGVDQGGRHVQRWSUHYHQWSDUWLWLRQ,IDFRPSDULVRQLVGUDZQEHWZHHQ*DQGKL¶VVLWXDWLRQ
and that of Seigneur Khang in Tambours, it becomes clear that it is the goal of universal love 
DQGQRW*DQGKL¶VDWWHPSWDW it which is flawed. If Khang fails to choose to sacrifice one area 
of his country, all of his people will suffer. Khang is not motivated by a desire to love all of 
his subjects equally, but his situation nevertheless illustrates the necessity of discriminating 
between ethical obligations to different groups. 
 
It may be that our level of ethical obligation towards another person is related to the question 
of power, that we might have a greater obligation towards those over whom we have some 
power, or those who are powerless. Thus Eschyle protects down-and-outs in Ville parjure¶V
cemetery as Duan protects the peasants around her digue, Sihanouk refuses to help those who 
have already had the benefit of a European education, and the plays are harsh in their 
judgements of the actions of the English and the Americans in India and Cambodia 
respectively. The recurrent themes of death and memory in the plays may be related to the 
question of what we owe to the powerless. The Mother feels a duty to fight for justice not 
simply for herself and because of her own suffering but also for her dead sons, and at the end 
of Ville parjure the audience is left with a duty to continue to act precisely because the 
Mother and other inhabitants of the cemetery are dead, absolutely unable to change anything 
in the world themselves. A similar relationship to the dead may be found in the other plays, 
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and there is particularly clearly a duty to remember the dead, which is linked to the ethical 
value of art. Therefore, for example, the references to the Cambodian genocide in Norodom 
both carry out and create a duty to remember, in honour of the dead as well as in protection of 
the living. The idea that we may have an ethical duty towards the dead is also interesting 
because it suggests that the basis of ethics is not exactly the utilitarian principle of 
maximising happiness, since those who are dead can no longer have their position improved. 
The plays do therefore suggest that we have a duty to help the powerless, but it is not clear 
whether this duty is consistently present, or whether it is rather contingent, existing only 
because we may have a greater ability to help them.  
 
Finally, it may be that we have a greater ethical duty towards people who we know 
personally and particularly to our families. Anthony Cunningham discusses this question in 
detail. He assumes that any attempt to love everybody equally would mean that we must first 
JLYHXSDOOµLQWLPDWHWLHV¶RXUFRQQHFWLRQVWRORYHGRQHV6HWWLQJKLPVHOIXSLQRSSRVLWLRQWR
his reading of Kantian ethics, he argues that any ethical theory that demands that we value all 
SHRSOHHTXDOO\µULGHV URXJKVKRGRYHUZKDW LVEHVWDQGPRVWEHDXWLIXODERXWKXPDQOLIHDQG
FKDUDFWHU¶What MattersS+HIXUWKHUDUJXHVWKDWZKDWKHFDOOVµLQWLPDWHWLHV¶QRWRQO\
have a role to play in determining the level of priority that we assign to our different ethical 
obligations, but also bring with them particular ethical obligations of their own. Being a good 
father, for instance, would, for Cunningham, be ethically positive and would, importantly, 
entail obligations that are unique to that role as father (What Matters, pp. 56-9). Whilst 
Cunningham is perhaps ungenerous to those who would, with Indiade¶V *DQGKL VHH VRPH
VRUWRIµXQLYHUVDOORYH¶DVDQHWKLcal goal, his point, that the bonds that link us to loved ones 
are central to our lives and that theories of ethics should not only accommodate these links 
but value them, does resonate in the plays.  
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Particular attention is paid to the ethical obligations associated with family ties in Ville 
parjure, ZKHUHWKH0RWKHU¶VFDOOIRUMXVWLFHKDVPRUHZHLJKWSUHFLVHO\EHFDXVHLWLVKHUVRQV
who have died, and where there is a focus on the figures of the Erinyes who were particularly 
known for punishing the crime of matricide. Norodom and Indiade include scenes in which 
the Khmer Rouge and Jinnah, respectively, turn their backs on (members of) their families. 
2QERWKRFFDVLRQVWKHDEDQGRQPHQWRIIDPLO\PDUNVWKHFKDUDFWHUV¶FRPSOHWHGHGLFDWLRQWR
an ethically wrong or dubious course of action: the bloody communisation of Cambodia or 
the partition of India. Those courses of action would still be wrong if they had not 
necessitated the abandonment of family, but the scenes are not (only) moving because they 
mark that GHFLVLRQ WKH DFWLRQV SRUWUD\HG DUH WKHPVHOYHV XSVHWWLQJ ,QKHUHQW LQ -LQQDK¶V
decision and made explicit by the Khmer Rouge is a denial that one should have a greater 
GXW\ WR FDUH IRU RQH¶V IDPLO\ WKDQ WR FDUH IRU RWKHUV D GHQLDO WKDW IDPLO\ UHODWLRQVKLps are 
LPSRUWDQW,IZHDUHPRYHGE\WKHVHFKDUDFWHUV¶DEDQGRQPHQWRIWKHLUIDPLOLHVWKHQLWPD\EH
because we feel that this denial is ethically wrong. Nevertheless, the plays do not encourage 
us to care about our family members to the exclusion of all others, and in Tambours Khang 
appears to be corrupt when he supports his nephew Hun rather than protecting his citizens. 
Whilst, then, the plays suggest that it is ethically desirable to treat our families and those who 
we know with particular love, the duty that we have towards these people does not 
completely negate duties we have towards others, and certainly not the duty not to harm 
others.  
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